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Introduction

What we have needed ror decades and what we mnnt have spon s a
period of vigorous research onwritten discourse and the conposing
procese. For too long g time, many rescarchers assumed that the
most important Kind of inquiry was pedapogical research, that the
imost sivnibicant hind at s tion waa = W mia e, e and Procty Jures
will improve students work inwritten composition? Underlying this
question was a turther assumption- that we did, in fact, lave an
adequate understanding of the terny copesiiion, phat aury primary fub

was determining the effectiveness of spedificstroctiopal material
and procedires, rather than finding out exactly what intormation
and skills teachers and researchers ought to be concerned with.
The fallacy of such an assunption becomes apparens ghnost any
tinee we test the precepts that have infornmed most of the teaching of

composition in this centary. When Richard Meade and W, Geiger Llhﬁ
(10707 examined o number of published writings, they discoyered
velopment expounded in

that some of the methods of paragraph o
popular composition texts Simply were not to be found in actual
picces of writing--at least not in the large aupaber of published
wllun;a they examined. In 3 more recent study Richard Braddock
(197 discover~d that certain conventionad dssumptions about the
use of topic sentences were not borne vut by aranalysis of puplished
expository writing. In The Composing Processes ov Tieelith Graiders, Emig
examined the actual composing processes of protessional writers anhd
skillful student writers: she found that, conventional advice notwith-
standing, it is ot always necessany towrite 1 complete outline betore
beginning a draft. Although most compasition rexts ave concerned
chieflv with matters of organization and stvle, the testimony uf
sucee=sful writers  see, for esample, Peter Elbow’s Wty wtloud
Feachers- indicates that the basic problem in writing is dl\m'\'el"ing
what one wishes tosay, not simply Junhm. how best to present ideas
that already exist, fully formulated, in one’s mind. Other writers and
writing teachers-—among? them Donald Murray, o Pulitzer Priee
winner - argue persuasively that rewriting or reformulation of early
drafis enables writers to discover and shape their meanings, an

=1
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What new procedures seem especially suited to pur new guus-
tionsT Are there methodologies thar scem likely to be pargicu-

larly helpful as we pursue new hnes of inquiry?

Writers ot the ghﬂph"l'f- in this book raise all of these guestiogs -

and more—and suggest wavsrsesear fers migBt go about answering
them. Although they present a varety of perspedtives, they share
with each other and the editors of thi- book=ine .111&4:‘1(\11- ahrl 1}1 it
of redirecting and rv\lhlmng research inowritten compositialg,

Im claiming such a ;;ui] sve realize that we are inviting comggrison
that h. ™

L- IS LSRN { IQL‘ 3]

with an vnllu book, P oo Wi

1& wome g standard e ference in b m'|1=|1 education. _-\ftg-r %%U[’\'f:"\,"ﬂ}:
much of the then esisting rescarch i compasition, the aurhors,

Richard Braddock, Richard Llovd-lones and Lowell Schoer. came 1o

thL’ .lgh;! \:u?[ﬂ,ah LUJ\.,!U?H',\, :,}u,l: f\’\.gu_n

taken o= o whole, may be compared

= ooy .,,.\} 1 0T }\l:.:;jnfl_
to chemical research g3 it
ermerged from the period ot alcheniy: some teros are being Jefined
Usef uh,, 2 numbor of procedures are being refined, byt the field aw 2
whole = Ticed with dreams, prejudices. and makeshift operagions”
(o T Inan ettort to remedy this situation, Braddock and s
coauthors outlined basicproblems= mm condpcting re-carch in Con s
tion and shewed rescarchers how tooretine the “aprpctyre and

technique” of their stunhies,

= irom thi= caclier work in bt dims

The present volume ddi
partant respocis:

1. Braddock ot ab proceeded by summarizing existing research,

and by identitving bive exemplary comparison-group fesea rch
studies. By contra=t, contributors o this solume review very
little research except insofar as it helps explain the nese lines
of inquiry being developed in their chapters, Further, when
authors in this volume describe anticipated or onguoing res
search =tudies, thev are not concerned with illustrating con~
ventional methedologios. Ratner, their intent s to =ugyest
what =eem like useful wavs we might begin to ift ourselves
ot of OUr own Ignoninge.

20 When Hmddm‘L et al dentificd new questions that seemed
kelv to lead rescarchers into “unesplored territory,” they
cmpln ized the sort ot pe A, 0L, || LU!UP!H%UH g roup Htudu'\

raised questions (e, “hat

mentioned earlier. Aithough they
is iovolved in the art of wreiting ™™ that could lead to basic
re=carch, the emphasts in their book- - certainly in the five
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studies they reviewad at lenath was on studies that appar-
enthy assumed we already had o thorough understanding of
written products and processes. Unlike researchers cited by
Braddeck ot al. contributer= to this volume make no such
assumptinn Rather, they raisequestions that invite us to
cesamihe, test, aind modity our basic assumptions about writ-
carch mav

ten compo=ition. Ultimately, comparison-group re
crable us to improve mstruction in writing, but that research
mus=t be mtormed by caretully tested theory and by descrip-
; uh that

tions of written discourse and the processes - by

Jiscotr=v comes into beimng,

. i = 7 .
Crur contoibution o this volume, written ol boration witl
Cynthin Courts, bepins the Close questioning of basic conceptsin the
Field  After o brier introduction to recent ddiscourse theory, we

gt in the ®rst chapter wavs rescedrchers might test that theory

I

directly by dentifving and questigning some of the theory’s major
asspmptions. We Jl’wu ask rescarchers o consider one cracial vpiste-
n\u[\n' wat Jasumption: whatever re ag archers learn is tentative, sub-
et o contimual revison: perhaps {in mo=t Jitfoult thing re-
searchers have to do s accept this teitfativeness and be willing to
participate i this ongoing revision.

[n chapter 2, James Britton both explins some of the theory
ll”llt Il‘;ln\' l‘llh [SRR% 4 fl‘%l \]lh in l(‘[“!‘l“ﬁ”ll‘” ﬂnL] PUHL“’ SNy l]l]L“‘"
tions that need careful investigation. In his previous work, Britton
has set up three "hlmlinn catepories” tor writing: transactional,
evpressive, and poctic, He deseribes these categories and points out
several questions arising trnm the distinction between ppoetic and
D10 ditterent types of writing place differ-
ewvhat

trans=acional writimg, v,
et Jemmands on ey "!": Dyes eaeh tepe of writing imake so
different dvm.md’: of readers:
with the stages of the "c,'nmpnsimi pru
dncubation” in the writing provess: I)Ul'f" it have equal importance in

i-

Britton also asks questions that deal
wess: What is the role of

'

both poctic and transactional writing T How can researchers inves
st th(' process of articulation the process of actually putting,
words on a page’ ’ : ’ .

Richard Young reminds us in chapter 3 that research questions:
grows out of the theories that researchers accept. An.important
conseguence for research on composing has been the absence of
work on ”“—;P'“l slem vt invention - the prablem of discovering w hat
one wishes to write about - because, as Youny points oul, many
researdhers have based the n investigations on a theory of rhetoric

that fangely agnores mventon. Youny -describes four theories of
!
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s as: What theory (or theories)

invention a0l rases such guesti
seems most adequate? By whotoriteria should we judge the adequacy

of these theories? How would a historical perspective influeace our
evaluaton of these theories of invention” He also tminds us that

aur research must =t be theoretically well grounded and that we

Mtzst test, as well as use, the theory that gudes our work,

In chapter Gkoren Barritt and Barey Kroll draw upon recent work
in Jevelopmental psyihology to outline difteenees and similaritios
between written composition and specch: they also Jescribe several
basic themes in developmiental psyehology and raise research ques-
tipns arising from these themes. Barritt and Keoll concude by
should not restrct ourselves to any one rescarch

Arguing that we
me thodotoygy, Like Baeritt and Kroll, Janet Emiyg ichapter 51 shows us
hew tagoe bevond the usual boundaries and familiar questions of our

oven disciplines, Rather than referring to rhetorical theony or exist-

ing rescarch inowritten composition, she concentrates on quite
different areas of inquiry, her main question being, Whatis psveho-
fogically and physiologically” organic o the composing process?

In chaprer o, Walter Petty advocates o more conventional ap-
;13=;\!1t=}1: stud vout t hi Proctsses voung, children use to compuose n
school classrooms. He recommends that swe proceed by (1) observing
the act of writing, including interactions amony students and be-
fween students and their teachers during writing and afterwards;
(2} observing the etfects of environment on writing: {3 interviewing
writers; and (1) studving children’s choices of topics. Petty encour-
agesys tostudy carcfully only 3 few students at a time and to report
our data and conclusions as case studies,

Altheugh concerped with the entire process of composing, Donald
Murray (chapter 7) focuses primarily on revision, thestage at which
cne Bas completed aninitial deafo and is ready o try to "understand
and communicate what hasibegun to appear on the page.” Based
dpon his own experience and that of other professional writers, he
discusses four major wavs writers may po about developing a
meaning which they can communicage o o reader. He poses a

pumber of questions and procedures that can lead to aclearer under-
standing of revision, and he suggests how rescarch findings may
infiuence the wavs writing is taught.

Cabriel Della-Piana’s chapter conveys an important attitude

toward rescarch and research procedures, inaddition to raising pew

vesearch questions and wavs to pursue them. In chapter 8, Della-

Digng recognizes the complexity of the research problems he s

pnterested in. and b condision warns agaainst a=suniing that one
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oyl [ribrod tion
micht toadhe Teamall there s to Lo aboul the composing process.
Aw do Baret £ and-Krollin chapter 3, Della-Piana points out that we

need not eaamine the composing process from o single theoretical

por=pretive ar with a =ingle research procedure. Thus,in his dis
aien of revision, Della-Piana details o variety of wavs we might
Fruitfully explore this aspect of the writing process.
The vollection condudes with two chapters by individa
researcher= bul who ofter ideas and insights re-

s whoare

not them=elves
cearchers will find provocative. A poet, Casavist, and teacher, Philtip
Lopate concentrates i chapter @ on the prablems vouny children
hoave in <iartins to write in classroons, partivalarly in making the
trapsition trom Lalking with the group to composing alone. These
a number of questions pesearchers will need to

probléms nply
evplore in the vears chead. Instead of spelling out these gquestions,
[opate, o afoiter o= made thi= ob=ervation: “Dwould rather have
v eaperiental descriptions exert an ‘evocative” influence on fthe
readur of this volumel and let him take whatever he wants from
fhem o advance his thoughts, than try to blubt my way down
researc hoavenues forwhich Thave o methodological training, back-
spoupnd and dose ’ I

Tohn schults fChapter 106 Tike Youny in chapter 357 concerned
wath the problem of inventon, Al like Youny, Schultz assumes that
ape may identifv consaots, Lnow able strategies which can stimulate
s—what

the process He describes a specific set of teaching p rocedtre
he roefors to as 7 Story Workshop” - illustrating them with numerous
to actual workshop sessions. His advocacy of these

references
procedires =hould not blind us to the unusual and compelling
assumptions underlying his program. for example, Story Warkshop
datmes that ghe creative process can be enhanced by a director who
coaches workshop participants, gving them directions ta help them
percvive more Fully the eypericace they will eventually write about.

we of these directions? Is

What gueounts for the apparent clifective
L matier of the substanee of the difector’s commenis: Qr is it

.
apmply a4 matter of a student baving an audience that makes some
sort ob response not necessarily those Schult, deseribes- -to his or
Bt ndea-r What weould Bappen the rele of the director were voried
of chmmated? I o director more important tor some people than
atler In developing as a writer, does one go through stages when a
director s especiallv helptul tor unhelptuby s direction mare useful
At come Staves of the composing process than at otherst Are there
Kindw ot direction that are learly mare helpful than others?

Juat sven the sheer number of assuniptions, theories, methods,
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and-

and questions relevant to composing, achieving a better under
ing of our field will be difficult, We will have to raise questions that
heretofore have seemed unaskable; we will have to devise new
procedures for obtaining answers; and we will have to be patientard
allow these new technigues time to yield the answers we seek. Most
difficult of all, we must be prepared to accept a provisional under-
standing of our field with new questions and procedures far outnum-
bering undisputed facts and proven methods. Such new questions
and procedures are the main concern of this book,
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1 Discourse Theory: |
Implications for Research
in Composing

Lee Qdell
Charles R. Cooper
Cynthia Courts

State University of New York at Buffalo

According to Warriner's English Grammuar aml Composition—a typical
practical styvlist handbook, pcrlmps the one most widely used in public
schools—the chief problem in writing well is choosing language,
syntax, and organizational patterns that are consistent with the
practice of “educated people,” those whose speech and writing
define “wood English.” This practice, supposedly distinguished by
such characteristics as correctness, conciseness, and clarity, is appro-
priate for every situation in which one is “writing carefully.” In all
these situations—"serious article-, “literary essays,” essay-type an-
swers on examinations, rescarch papers, and formal speéches”™—a
writer adopts a polite, earnest persona that is cager not to confuse or
offend an audience that has assimilated the principles of standard
English. By and large, the writer’s chief purpose is to present
information and ideas in a clear, orderly fashion to an audience that,
50 Fnr as we can dgtermlne hns no f:mntl()nnl mw;atmcnt ine IthEl‘ the

ntmlly thg‘ same, No ‘matter what the mudE or

wr‘rtmh rt:mmn C55€
purpose of the writing.

It seems pointless to attack the point of view epitomized in
Warriner's text: we can just let I A Richards (1930) dismiss it with

‘his phrase “the usual posteard’s worth of crude common sense

refer to Warriner only because his text helps clarify by contrast a
net set of assumptions about discourse. It may not be accurate to
speak of these assumptions as a new paradigm; the present state of
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discourse theory mav only be, as fames Kinneavy (19710 claims,
“preparadigmatic”” There is no single set of terms and no singlewell-
established, widely shared body of knowledye that constitutes mod-
ern discourse theory. But we may at least speak of an emergoy
paradipn since different schalars are exploring theories that overlap
in interesting and usctul wavs. In the renmainder of this chapter, we
Shall discus= two of the major assumptions of this vmerging para-
Jdigm and then supgest tour ditferent kinds of questions that =hould

help researchers test and refine these assumplions,

Assumptions in Current Discourse Theory

_'\/.v.“n:;'f:m: IE IR LN RTE NERHTEN 'l'}’PiLd”\', 'pl‘;lgliL.,][ '.-l},’li:;l l'\.]lldbunlﬂs
tion,

pay a preat deal of attention to the modes of discourse - nare
description, esposition, and argomentation - but say relatively little
about the purposes of discourse, These texts do refer to the purposes
of individual =entences fasking questions, making statements, etel;
their discus=ion= of analvsis and argumentation also imply persuasive
O ntormative purposes. et these text= do not discuss other
purposes stich s expression, nor dothey explain how different
rhetorical purposes might influence one’s choice of diction, syntax, or
mode.

Recent discourse theory, by contrast, gives a great deal of atten-
tioh to purpose in discourses Kinneavy (1971 goes so far as to claim
that “porpose in discourse is sl important. The aim of discourse
determines overvthing else i the process of discourse” (p.18). This
interest in purpose does not supgest that modes of discourse are
animportant, But Kinneavy does argue that the modes are important
only as the means by which one attempts to accomplish o given
purpose. Skill in narration, exposition, or desg ription is of little use
unless that =kill serve- some larger rhetorical purpose. Conse-
quently, Kinneavy asserts, “both a theory of lainguage and a theory of
discourse .. should be crowned with a viable framework of the uses
for purposes] of language” (p. 381,

Scholars disagree as to how we might categorize these purposes.
James  irittors describes three major purposes of - discourse
expressive, transactive, and poetic- while Kinneavy identifies four—

eapitessive, literary, persuasive, and referential Since Britton's

theory appears later in_thrs volume, we shall concern -ourselves

chiefly with Kinpeavy's work. )

According to Kinndavy (1971, the aim of reference discourse,

which includes <cientitic, exploratory, and informative discourse, is

15
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to “designate or reproduce reality” (po 30} This discourse type is
characterized by such qualities as concern for factuality, compre-
hensivenes  nd careful use of inductive and deductive reasoning,. Its
chicf focu- o subject at hand. By contrast, persuasive discourse
focuses on the audience; the aim s pot to designate reality but to
induce some practical choice or to prompt an action (physical, intel-
lectual, or emaotional). Expressive discourse aims simply to articulate
the writer's personality or point of view. Unlike persuasive discourse,
expression makes little effort to bring about change in the oudience.
The primary goal of literary discourse is neither to discover trath nor
to induce change nor to display the writer’s own attitudes and ideas.
Its purpose is rather to create a languape structure “worthy of

appreciation in its own right” (p. 3a),

For Kinneavy, attempts to accomplish these four different pur-
poses entail different thinking processes and result in picces of
discourse that have distinctive stylistic features and organizational
patterns. Consequently, as both Kinneavy and Richard Lloyd-Jones
(1977) sugpest, it may be that skill in ac.omplishing one rhetorical
purpose does not necessarily imply skill in accomplishing another,
that “the writer ot a good techiical report may not be able to produce
an excellent persuasive letter to a city council” (Llovd-Jones, p, 37).

Assumption: I speaker. subpect, wnd andienee. As was the case with
purpose, the relation of speaker, subject, and audience receives little
direct attention in practical stylist handbooks. Occasionally, these
texis offer advice that might help one avoid appearing “foolish” or
illogical, and Warriner in particular cautions against losing the
"respect” of one’s audience. But these texts seem almost arhetorical.
One makes dedsions about diction or syntax on the basis of certain
principles that are, at best, useful for developing only one kind of
persona and appealing.to only one kind of audience. Writers of texts
such as Warriner’s acknowledge that one’s language must be ap-
propriate to the “occasion” for which one is speaking or writing.
They assume, however, that knowledge of the tonventions of
“standard” English will, in Warriner’s words, let a student “easily find
the answer to almost any language problem heis likely to encounter”
(p. iv). They never suggest that one may have the problem of
choosing between two equally “correct” words or syntactic patterns.

Current theorists, however, assume that one’s choices must be
guided by a complex awarencss of speaker, subject, and audience, not
by a single set of conventions. Writers such as Walker Gibson (1909),
James Moffett (1908), and Kinneavy (1971) refer to Aristotle’s notion

that cffective persuasion requires one to establish a plausible ethos,
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create a desired attitude in the audience, and demonstrate the truth,
“real o apparent,” of the arguments one s advancing. Gibson,
Maffett, and Kinneavy, however, gowell bevond this point of view.
For these writers the relation of speaker, subject, and audience is not
only important in persuasion bat is basic to all types of discourse.
NMorcover, Kinneay and Mottett dearly agree with Gikson's claim
that speaker. subject, and audience exist in " constantly shifting
mterplay of relationships. Arpument and audience attect voice, and
the total impact of any communication is surely more o less an
amalyant ot all three™ (po s,

Moftett and Gibson have tricd to describe the different forms
these communication relationships might take, Both writers assume
that <hitt= in the rdatins ot pedher ol amdros e are a matter of “distance”
between speaker and: audience. Gibson sets up o continium of
speaker-audience relations=hips ranging from “intimate” to “formal.”
Rather than attempting to describe stages or discrete puints along
that continuum, Gibson simply talks abeut the celative intimacy or
formality of the speaker-audience relationship in specific pieces of
Jdiscomrse. He does not define “intimate” and “formal” except to
Wentits ome of the characteristics of the “writer-style” language of
Formal speaker-audience relationships and the “talker-style” len-
suape of intormal relationships. Gibson suggests, almost in passing,
that “the metaphor of physical space,” ie., the literal distance
between speaker and audience, helps account for the relative inti-
macy or formality of a speaker-audience relationship (p. 83). This
notion of physical distance, combined with distance in time, is much
more tully elaborated in Motfett's theory. Mot fett (1908) describes a
continuum that begins with interior monologue, in which speaker
and audienee are identical, and moves to dinlogue, in which speaker
and audience are separate but still close in time and space. At
subsequent points on Moffett's continuum (see Teching the Universe of
Divenr-c for a complete description, speaker and audience are more
and more remote; one speaks or writes for an increasingly large
audicnce, one that is not present and cinnot provide any immediate
response o one's message. :

When he describes =hifts in the selationship of speaker amd subicd,
Ciibson talks about changes in attitude, ranging from “honorific” to
prejorative, toward a subjeck As with his discussion of intimate and
formal speaker-audience relation=hips, Gibson does not try to desig-
mate specific stages along the honorific-pejorative continuum. Mof-
Fett, however, identifies several stages along the continuum he

+
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describes. At one extreme, one talks about “what is happening,”
recording unselectively the phenorena that occus at the moment
one speaks or writes, As one moves alonrg Moffett’s continuusm, one
writes about subjects that are increasingly remote in time and space;
that is, one abstracts from previous experience and reports about
“what happened.” Then une generalizes aboul recurrent phenomena,
about “what happens.” And finally one theorizes about "what willor
might happen.” As a resull of extensive research o the writing of
school-age children and adolescents in England, Brittos (1971) has
elaborated Moffett's four-stage speaker-subject continuum into
seven stages: record, report, generalized narrative or descriptive
information, analogic (low level of generalization), andlogic, specula-
tive, and tautologic.

In suggesting the diverse speaker-subject-audience relationships
one may find in written discourse, Gibson does not refer to any
theoretical framework. Moffett, by contrast, shows how changes in
speaker-subject-audience relationships parallel changes in people’s
intellectuai development, a movement from egocentered to decen-
tered Funcltioning. Egocentric discourse, Muoffett says, is charac-
terized by a speaker talking to him- or herself or an immediate
audience—a friend, say—about phenomena that presently. exist. As
one becomes more decentered, one is able to address remote audi-
ences about subjects that-are not part of one’s present, firsthand
experience. Moffett specifically denies that any one speaker-subject -
audience relatiopship is more important than any other. His interest
is not solely in preparing students o write highly decentered dis-
course but in enabling students ro move easily along the egocentered-
decentered continuum and 10 know where they are at any one point

along the continuum,

Questioning Basic Assumptions

rescarch. In

the next fesy pages, we shall suggest only a few possibilities, deriving
our questions from our brief discussion of the purposes of discourse
and of relationships between speaker, subject, and audience. Obvi-
ously, our suggestions cannot be_exhaustive or definitive. Almost
every page in, say, Kinneavy's A Theory of Discourse or in Britton’s work
on discourse theory (this valume and 197 1; see also Britton, Burgfess,
Martin, McLeod, & Rosen, 1975) will help researchers raise addi-

tional questions.

-y
CJ
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How do awriters actuaily go about choosing diction, avitactic and
organizational patterns, and content? Kinneavy claims that one's
Pl”_Pt\"t' - ||\t“[[li|l\l' Pl'l"ill.‘\.lll\}_‘ l\PYL ""‘l”‘i, ar “h\nlp“[‘llln;, ltﬂ‘
puage tor its own sahe  puides these choices. Noftett and Gibson
contend that these chores are determined by one’s sense ot the
relation of speaker, subject, and audience. Is either of these two
chiims borne out by the actual practice ot wrilers eng, edin drafting
or revising? Does either premise account adequately for the choices
writers make? Do the tieo assumptions together provide anadequate
account? Could either or both of these assumptions be madified so as
o produce a more satisfactory description of the composing provess?
Or dowriters make choives that cannot be explained by o considera-
tion of purpose or of speaker-subject-audience relationships?

Are there important differences between the practive ot extre mely
Shilliul writers and less competent writers? Are there Factors (e
Provious ¢ \pv‘“w nce in writing? that influence the bases one uses for
makiy chaices? Do these bases change as one moves through the
stagie s of the composing process? That is, might there be points at

whidh, sav, onsiderations of purpose are more important than
considerations of persona or audience?

The work of Donald Grave. (1973), Janet Emig (197D, and others
fmee Walter Petty's chapter in thi- volume) persuades us that the
process of composing is a very promising area for resea reh. Compel-
ling as they are, the theories of Motfett, Gibson, and Kinneavy are
pmdmts If we are to use thl"-

based Jargel onan analvsis of writt e

theory in researching the composing py
theory be infornmied by analvsis of this preess. Admittedly, data fur
thiz sort of analvsis will be hard to obtain. § recent study by Cooper
and Qdell (19760 supports Emig’s claim MoT1) that cven highly
competent professional writers have difficulty articulating the basis
on which they make decisions about what they say and how they say
it As one of the professaonal writers in the Cooper and Odeil 'ﬂtUd\’
renarked, these processes become g0 automatic that one is scarcely
aware of them. Moreover, as Emig (1971 points out, writers’
accounts of the composing process are likely to focus on the writer's
feelings or on the contest inwhich the writing took place rather than
on the decisions and choices involved in the act of composing. To try
to avard thik prg'Htm C’mrpvr and Ddull m.hje' ch.mgg% in w’rit'(’rs'

T h;s prn nlurt- l'[i.ibll‘gl writers tu prov ldv a ;;n;at dval of mh\x nmtlnn

o
]
et

*
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Cabriel Dclh=[’iam in this volume) may suggest ;,nmthc:' way to
explore the process of composing. As we examine successive drafts
of manuscripts, we should be abie to identify points at which writers
have made revisions and ask such questions as: Are there distinet
p’ttfzrns in ter FUVi%itrilﬁ?‘ DU lh["-”.(‘ l'evizi(m% ;uggeqt a -%harply

we were to af,,k writers to L.\ipldlﬂ then revisions, what wrls of
reasons would they use to justify their choices? Would these reasons
be consistent with the theories of Kinneavy, Moffett, or Gibson?

At first glance, the design problems for studies of the actual
p%yfhuliﬁhui%tif pr’mcc:‘-ﬁ ()F vmnpmin a pivcu of writing S5€¢Mm neg rly

thE

abnut thf: Processes . How can we dt“al‘x_,ﬂ such studu‘:'as‘ BE_‘bld
procedures in the Covper and Odell study, Emig’s “composing aloud”
(1971), and the procedures For studying revision in the Della-Piana
and Murrav chapters in this volume, what can we recommend? We
can look carefully again at the designs cognitive psychologists have
used to study such concepts as traces, ideas, associations, schemata,
clusters, habit-family hierarchics, response strengths,

structures
strategies, subsidiary and focal awareness, transformations, covert
trial and error, primary and secondary process thinking, and execu-

tive routines. In a study of the structure and functions of fantasy,
Klinger (1971) even makes use of behaviorist notions of operant and
Tespondent activity to distinguish fantasy from other cognitive
activity and to explain the chucntml segments in the structure of a
fantasy. As to particular methodology, Emig (1971) has recommended
using time-lapse photography or an clectric pen to record the
Linfalding of a written piece. More satisfactory than cither of thgse,

e believe, would be to videotape separately the transcription and

thE writer as a picee is bmm1 written. From above the writer and ata
slight angle, one camera could be focused on the writing paper, which
would be affixed to one spot on a writing table. From the side,
another camera could be focused on the ‘writer. The researcher
wuuld thr:n studv the p.\rallel videutdpc' .md thp campleted picc’;c of
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able to observe ditferences in the process of compasinyg bor different
pLrposes or in difterent modes? A subject might even be willing to
mahke certain hinds of diary entries in this experimental sitation or
write certain personal letters,

The procedures we are recommending assume thar the composing
process can only be studied as aprocess we abserve unfolding in time.
There remains the possibility, however, that we cap fearn some
things about the process of composing merely by studving written

p roducts.!

uentions aborer Publi<had Wity

What s the mast comprehensive yet manageable way to categorize
the aims of published picces of writing? Do we need e have an
entirely separate category torliterary or poetic (ve assume the terms
ate rouphly synonymous) discourse? Is pactic discourse something
qualitatively different from, sav, persoasive distourse? Waould it be
possible - theoretically and practically--to talk about the literary
qualitics of a picce o expressive, explapatory, br persuasive dis-
cuurses Ur as Britton (1971 has 511;2;;(‘511'&1. should we ¢la Fy
literary or poctic discourse as primarily expressive, explanatory, or
persaasive? I we choose Brittons approach, how &0 we classity for

rescarch purposes novels or long stories that gre a8 mixture of
expressive, explanatory, or persuasive?

Another way to pose our basic question here is to ask whether
readers could be trained to use, say, Kinneavy's description of
discourse types to distinguish between picces of discourse. What
problems might readers have in categorizing pieces of published
writing according to their purpose? Would these problems lead us to
refine Kinneavy's categories: Would these categories lead us to
ignore distinctions that ive feel are important? For example, would-
we be forced to lump together under epression pieces, of writing that
intuition tells as are quite dissimilar?

What is the most satisfactory way to categorize the different
speaker-subject-audience relationships apparent in published writ-
ing? Suppuse one were to ask readers to arrange a large number of |
published writings along the contipua (intimatel formal; honorific/
pejorative) described” by Gibson. Would seaders be able to use
Cibson's continua to make reliable judgments? Would there be pieces
readers could not locate on either of these continua? Would it be

1ol T & Conper, O W Wetsen proadmb= wnd o wvlind froess U[i;ulli[is.hpd
manus fipl, State Dnoersty of Sete 1ok, Bafgalo, 1977

i’) 2
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possible to modily Gibson's continua so as to account for all these
picces of writing, or would it be necessary o devise new continua?

Suppose readers were able to categorize published weitings ac-
cording to their purpose or speaker-subject-audience relationship.
Would expressive writing consistently display patterns of word
choice, syntactic choice, or thought processes thapwere substa ntially
different from those patterns found in writings ideptitied as persua-
sive? What analytic procedures would be most gatisfactory for
identifying specific featuros of word choice, syntay, or thought
processes? For example, would a relatively simple procedure such as
type-token ration allow one to dls[lﬂ;,lu\h botyvengt seord chopice in
dve discourse and word cholee in persuasive, literary, or

expre
reference discourse?

In raising these questions about written products, we have inmind
studies by Francis Christensen (1907), Richard Meade and W, Celger
Fllis 1970y, and Richard Braddock (1970, Al of these researchers
found that analysis of published writing tended to discredit or
weaken some of the claims made in practical stylist textbooks,
Warriner's toxt, for instance, asserts that there are seven common
mcthnda nf dcvvlupm a paragraph. But when Meade and Ellis tried
to identify these methads in publish ed writing, thev found that 5e
percent of the 300 paragraphs they examined {rom curtent sourees
did not allow .oy of the patterns recommended in Warriner and that
the remaining 44 percent followed vnly 2 of the & recommended
methods of development.

The research of Meade and © '« and others aggaes for a heaithy
skepticism not directed solely at practical stylist rhe toric: resgarehers
must test all claims and assumptions about discoyrse by trving te

apply them to a large number of actual Plt‘c(‘h ot PL'bIl‘*h“d writing.
PP 4

Inestions abort Writine Done al Dippeveit e Ll
A A

Are there holistic f .o, what Lloyd-lores calls primary traits)
that appear to be characteristic of, say, the expressive writing of
seventeen year olds and that rarely or never appegr in the expressive.
writing of nine year olds? If 5o, exactly what are those traits? Do they
seem ine trlmblv related to a writer's intellectugl dg\-clnpment Grvt
does it seem that they may be t‘m%ht to writers of almost any ape?
Are there atomistic features (e, quﬂlxhn-s uf synfax and intellectual
processes) that seern cha F(]LtL‘r‘IshL of the expressive writing done by
seventeen vear olds but not of the expressive writing done by nine or
thirteen year olds? We assume, for example, that writers at all ages
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ke tse of cortain busic intellectual processes feontrast and classifi-
cation, for instancel, Yot we have some basis for thinking that highly
competent writers use these processes inways that ditfer from the
practice of less sophisticated writers. Consequently, we yonder
When tryving to accomplish a given rhetorical purpose, do older
writers differ ~ubstantially from younger awriters in their use of
certain basic intellectual processess

Are there ages ot which writers do not vary their writing gecnrd-
ing to their rhetorical purpose? For example, if nine year ulgs were
ashed to do several expressive writing fasks and svepral persyasive
writing tashs, could trained raters reliably distinguish belweep the
nine vear olds’ persuasive and expressive writings? Could ope find
significant differences between speditic features of nipe vegr olds
persuasive writing and nine year olds” expressive writing? Wauld ¢ne
be able to identify greater differences between the expressive and
perstasive writing of thicteen-year-old wriler=+ Do writers al
ditferent age levels have more success with one type of discourse
than with otherst Could it be, for example, that ning year ulds seem
i0 huve preatest success with persuasive writing, whereas sevenpteen
vear olds seem to have their greatest success with explanatary or
persuasive writing:

At g piven age level, and within o given rvpe of discourse, do
changes in the speaker-subject-audience relationship resylt in
hanges in the holistic features of one's writing? Do changes in this
relationship result in changes in diction, syntax, or thought pro-
cosses: Are these changes likely to be more pmi'\g‘um‘gd At ohe e
level than at others? For example, when nine year olds gltempt todo
persuasive writing, are they as sensitive as thirteeh veor ofdy to the
demands of a speafic speaker-subject-audience relatiopship? What
features of word choice or syritax would most accurately refleet this
sensitivity? Do different discourse tvpes increase the chances that
writers (at all ages and at specitic age levels) will be sepsitive to the
demands of a specific rhetorical context? That is, are writers more
likely to be sensitive to the demands of a given speaker-sapjects
audivnce relationship when they are writing persuasively thap when
thev are writing expressively? We have raised these questions about
writing performance ot different age levels because the work of
Kellogg Hunt (1905, 19771 and our own experience perstade g that
writing performance differs greatly according o age level. Con-
ceivably, a theory that is borne out by analysis of wriling dong gt one

aare ovd B

' LB Pt L',n;mbh?!\g’\l

oundedl 1 S Cooper, O R oo .
maant=rpt, State Loer-ite of Stk Dgttalo, bats
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age Il‘V('l miyht not iui borne out b\; writinh dum" at sume nlhv rage

ﬁeed of aubhtgntml mmilfu_atum.

Olragstions abont Elicifine and Asaesaing Writing Derlormange
L N L

Should researchers accept Lloyd-Jones’s claim that one's skill with one
sort of discourse (pvrsuasinn, for example) might be significantly
different from one’s skill with other types of discourses Suppuse a
rescarcher were to identify writers who were recognized as compe-
tent in one'discourse type and asked those writers to perform writing,
'ask*‘;’- in a difFerent discnur’vﬁe tVPE. How would their writing differ
supposed to excel in the second
dl'smurse type! Wuuld the writmg of public school students reflect
Lloyd-Jones’s assumption? Suppose a researcher were to give writing
tasks in three discourse types to a number of students. Would one
find that students who were rated superior in one discourse type
were never {rarely? vccasionally?) rated superior in other discourse
types? :
How should researchers frame o writing task so as to obtain the best
possible work from students? Must researchers, as Sanders and
Littlefield (1975) claim, provide a full rhetorical context, that is,
information about speaker, subject, audience, and purpose? Is there
any aspect of the rhetorical context that we need not include in a
writing task? Would an assignment that, for example, specified
speaker, subject, and audience but not purpoue elicit writing that
differed significantly from writing prompted by an assignment that
specified a full rhetorical context?
Should we accept Lloyd-Jones's notion that a given piece of
discourse should be judged only by criteria that are appropriate to the
specific purpose for which the piece was written? (Sanders and
Littlefield accepted this point of view, but results of their study
provide no support for it) Are there generic criteria for each dis-
course typer Can we identify norms for, say, persuasive writing
that will let us make a fair, informative assessment of quite different
pieces of persuasive discourse? Or must we do as Lloyd-Jones'did and

‘devise separate scoring guides for each individual writing task?

In all of these questions, we have been concerned with achieving
assessment procedures that are valid, useful to students, and reason-
ably practical for researchers and teachers, Lloyd-Jones (1977, p. 45)
reports that devising an adequate scoring guide for a single task in
the National Assessment writing sample could take eighty hours or
more. This sort of investment in time and effort is out of the
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queston oy most teachers and Many resva rchers. It seems important
toFind out whether we can make compromises that will let us havea
valid but practicable means of assigning awriting and assessing
writing ability. ' .

This attempl to make compromises leads us back to basic theoreti-
Cal ismues, Suppose researdhers were to tind that for example ‘eaplicit
statements about purpose could be omitted trom writing assign-
ments without affecting writers’ pertormance on those assignments.
If this wese the case, one would have to consider the possibility that,
At east under some creumstances, purpose in writing might not be
as important as Kinneavy tand wed think it is.

*

A Fimal Consideration

" T hioughoutthis chapter, we have made a number of réferences to

speaitic questions researchers uijght pursue. We would be delighted if

these questions lead to new understanding of written producis or the

camposing prui‘c'ss, Yot tve assume that quuz:lizgns and understand-

ing= alike will be subject to continual revision; an exhaustive descrip- -
tion of writing performance wiil mean only that we have exhausted’
cur own resources for asking and answering questions, not that we
have exhausted the complévities of our subject. Consequently, we
chare an attitude Noffett has oxpressed about o sepment of his
Feac i Hre Usizerse 8 Disconrse: " The theory of discourse that makes
ap most Of this chapter is meant to be utilized, not believed. 1 am
aflet g stratewic sain it concept” (po 1530 We antivipate that the

pProcess of an=wering existing questions or secking support for
eaisting: assumptions will lead to new information amd new assymp-
tions Thus, we are interested not only in gaining information but,
ning our ability to gain information, learning how to ask
stions, and doing what we can toinsure that we and other

further que
researchers continue to make strategic gains in concept.

v
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2 The Composing Processes
and the Func.ions of Writing

£,

James Britton
University of London

“Research practices, like those of schools and testing agencies, have

sometintes’ mistakenly treated writing as a single kind of ability,
regardless of differences in the feader for whom it is intended and
the purpose it dttempts to serve, Thus, Kellogg Hunt (1965) bases his
index of maturity in writing (the Mlﬂlmﬂl Terminable Unit) upon any
thousand words produced in school by each child in the sample. While
it may be held that the intended reader in tha children's minds was
uniformly the teacher, the nature of the tasks attempted was diverse
in a vindom way. He found significant increases in T-Unit length
from grades four ty eight to twelve, but then noted that by his
measyre Faulkner's novels rated a high grade, those of Hemingwaya -
low grade. One might infer that the technique is capable of yielding.-
more information than is to be derived when it is-used in a “global¥

way—~that is, when writing funetions are ignored. [n fact, a member

of our research team (Rosen, 1969) applied it to functionally differ-

entiated writings (e.g., a story, a'piece of exposition, an argument)

Cand came tu g L(.)ﬂL[LISl()ﬂ of a different order, namely that the most

able. writers tended to produce the greatest variations of T-Unit
length from one- function to another.

The Writing Research Unit at the University. of London Institute’
of Edgcatmn was funded by the Schools Council in 1967 for the

_purpose of gtﬁdym;, the development of writing abilities in students

throughout theit secondary schooling. Our early studies confirmed
the suspicion that there were no existing «categories adequate to
describe différences be tween one piece of school writing andnanother.
Before attempting to-plot development, therefore, it was necessary
to wurk_ out a ta\mnom}, and it is this first stage that will be under

]n .1][ i hwu W nttPn here, Ii;,ml; fully TL!%M.)“ILL’}?L the work of my mlln sues in the
Wrihing Researeh Unit, Nanly Martin, e L arold Rosen, Tuny Burgess, Dennis
Griffiths, Aled MoLeod, and Hernaid Newsome s .
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consideration m this chapter. In the sccond stage we made ¢ four-

vear follow-up study of eleven and tifteen year olds in five schools,
but this sart of the project is still being completed. Stese one is fully
described ina recent publication (Britton, Burgess, & tin, McLeod.
£5), and 1will not attempt to summarize it here. Instead,
this chapter will take up one or two points arising from the theory
sdumbrated in the course of the project and sketeh in enough of the
rescarch procedures and findings to provide a framework for those

points.
We took it for granted that no one set of categories could

adequately describe differences among school writings and that a
number of variables would have to be identified and categorized. We
worked out and applied to such variables and left two others in
limbo. Our data comprised 2,000 scripts covering a range of school
.ubjects, produced by 500 boys and girls in their first, third, fifth, and

seventh years of secondary schooling in o5 schools scattered over
England and Wales, With each script was a brief note by vach
ctudent’s teacher indicating the contest inwhich the work was done
and commenting upon the ability of the class. )

A study of composing pocesses was focal to the work of the project,
and, although we had little more than the products to go by, our
taxonomies were developed in the light of our understanding of
those processes. We worked on a set of catepories that attempted to
deseribe the degree to which a writer appeared to make the teacher-
et task his or her own. At one end of the scale were those script
that reflected perfunctory work, minimal attempts to satisfy de-
mands the writers did not themselves endorse; at the other end,

performances in which writers made demands of themselves, so
endorsing the teicher's intentions that they became virtually indis-
tinguishable from their awn. We noticed that when this happened in
the course of the writing (as it frequently did), it was as though a tide
had risen and changed the landscape. Starting our analysis with
“perfunctory” and “involved” as categories, we found we needed a
third, which we called “impelled.” Here the work gave the impression
that the writer would not have been easily distracted or dissuaded
from his or her undertaking, that the writer was in the grip of the
topic rather than in control of it. An occasional fantasy story (maybe
2 retelling of a television drama) came into this category, but it
remained a very small set. :

We were interested alsogn the resources a writer appeared todraw
upon in 2 piece of work, We found a few seripts in which a sti{geﬁt

—
N

3
/}
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would attempt to tell a storv almost entively in quoted dialogue. For

~.example: .

“Oh Mummy do vow think it would be all vieht to goand watch
dadde? Well T <hall want ~ome =hoppime, o eall be closmyg Jay

- . . L f - ) °
tomorrow. All risht Twill go tor vou

ing this to be an example of extremely limited linguistic resaurces

on the part of the writer, we thought it might be possible to plot the
types of resources reflected in a piece of writing along these lines:

and a particular written model (author or book).
I would not say that “degree of involvement” and “linguistic
srtainly they remain unexplored. By

resources” are blind allevs, by
<contrast, when we came to tackle two more basic questions about
writing—Who is it for? and What i+ it for?—we found both that we
had s much on our hands as we could deal with and perhaps, in

terms of the information yielded, as much as we needed for our
present purposes,

“Sense of Audience” Categorics

It is inherent in traditional educational procedures that where school
writings are concerned, the answer to Who is it for? must usually be

group or a public audience, we sought our data mainly by subdividing
“teacher” into a number of teaching roles or student-teacher rela-
tionships. Thus, the second party named in each of the following
categdries refers to the teacher who set the writing task:

Child (or addlescent) to trusted adult

Pupil to teacher, general teacher-learner dialogue)

Pupil to teacher, particular relationship (based on a shared

interest in a curriculum subject)

Pupil to examiner

of 2,000 scripts written by 5300 secondary school

Qur triak analysi
pupils revealed th

to exan

ring that
nships in

we had formulated six other categories of audience relatic
addition to the four student-teacher relationships, we were dis
pointed; but we were somewhat mollified by the fact that some

ap-

N
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seripts did tind therr way into each af our ten vategories. (b a
complete description ob the audience dateporivs. see Britton et al.

1oTs).

“What Is It For?”: Tunction Categories
The purposes that can be served by piece of writing must surely be
manifold. A writer's intentions may be devious or idiosyneratic; the
effects upon o reader may be idiosyncratic, unforescea ble, and chain-
like, with no clearly defined cutoff point. Yet the tunction of any
piece of writing must be essentially related in some way both to what
4 writer intends by it and how readers are atfected by it Muorcifully,
linguists have had to deal with this -0 of problem betore; their
colution is to limit their voncern to what s el within the
conventicns that gévern discourse. The context in which an utter-
ance is made must be held toinclude recogmtion by writer and reader
of these conventions. As Lvons (19040 has put it, "1 consider that the
den of context as ‘universe of discourse” iin Urban's sense) should be
incorporated i any linguistic theory of meaning. Under this head 1
include the conventions and presuppositions maiatained by ‘the
mutual acknowledgment of communicating subjects"in the particular
type of linguistic behaviour telhng astory, philosophizing, buving
and selling, praving, writing 2 novel clod” fpps B3-S4

Qur three princdpal categories of writing tunctions ~transactional,
dve, and poetic are intend-d ta mark out two spectra located

[AASA R

as follows:
Transactional » - - Expressive ——————— Poetic

Behind the two spectra bes a duality that raises most of the issues |
want to take up here, The spectrum from expressive to transactional

covers what we want to call “language in the role of partic ipant,” that
From expressive to poctic, “langtage the role of spectator.” This
is 1 distinction that has origins in Susanne Langer’s (1942) “discur-
sive” and “presentational” svmbolism and, more specifically, in D. W,

Harding’s notion (1937, 19621 of “the role of the onlooker.
B

Harding distinguishes four modes of response to experience: the'
operative (when we participate in events), the intellectual (when we
seeh to comprehend without any attempt to modify), the perceptual
(when the experiencing and organizing of perceptions is enough),
and the “detached evaluative response” ot a spectator. While all fonr
muodes may contribute to any experience, one s likely to predominate
aind Characterize o response to any situation. In the first mude, as
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participants we evaluate moorder to take part i events, yvet our

v=t, in the light of our

evaluate under the consrraints of =oelt=ind

hages and fea. - regarding the ocutcome. I the fourth mode, as

spectators e doo ot stand o gam or ose byothe outcomer our
evaluation is thus not subject to the constraings of prudence or scelf-
interest. (The femme fatale who watches rival =suitors fight 5 duel is
not, N elro-ense, a spectatorh

“ Harding = next stepis the one that most concerns us here. He goes
o to ddenity as Timaninary spectatorship” all those occasions in
which we @il write, or o0 Fabout past events, our own or other

people’s experiences, or aboct the imagined events of dream or

Fiction Imvees

aiad distencr are both in the role of spoectator: the events recounted
arc ot Ly plee—aence, nooone can partivpate in them-—and they

are recon s ted solely tor contemplation by speaker and listener,

5

Hardiog pomts ot that in their choice of events to recount, speake

reveal somethine of the selues they place upon events; and in the

wayv they el theor ~tore their haded s

ir evaluation cven more =har 0 What speakers demand

to ofter the
from their listeners, whether by ned nd grimace or by verbal
response, is “feedback ™ to ther cvaluation. that is, the sanctioning or
maodification of the evaluston they ofter and hence of the value
svstem by awhich thev manage their existence in the world. If gossip
about events constitutes informal Linguage in the role of spectator,
then !ih:r’.’ll_\‘ tiction- -the nosel, the story, the "xi.'\y- repre=ents the
formal or tutly developed end of the scale: “Fiction has to be seen,

then, as a convention, 1 convention for enlarging the -cope of the
discussions we have with vach other about what mav betall” (Hard-
ing, 1962, p. 1391 At the level of social interaction there is, by this

an exchange in which reputations are made and lost, influences was
and wane, values paiand lose currency, and the caltural pattern of a
social proup is sustmned and evolved. Putting the point as broadly as
possible, as partiapants we gl our scale of values, as spectators we
are concerned to verneride and retie it While this applies primarily and
directly at the level of individuals, it has also s application at the
sucial fevel, Notice that the agenda of human esperience uponwhich

we base our evaluating is not limited to-our own firsthand experi-

as participants we have only one lite fo live: as spectators an

infinite numb

OTATE OPEN Lo Us. ’ -
Lét me add in parentheses that corroboranion of the notion that

3U
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Ve falee e eadhanee about our esperienes have an evaluative
function has recently come tome froman inespe ted quarter Labov

Jed Waletrhe 1907 collocted oral narratives of personal experience,

muinlyv from working-cliss speakers, simply by ashing some Jquestion

dm, MVere sonire et it s cein =erou= danger of
Bomy hilled?T7 Incarrvime out g rietous lingrostic analvsis of their

.
recordhines, they rdentid

3 aed twe tvpes of dlanees narrative and
coaluative. When occa-ionally they came acros= a narrative that had

o evaluative Chauses and noimplicd evaluation on other torms, they

Loveled it an empiy or pointless narrtive ” In other wonds evenin
the rather artiticial creumstances set up tor rescarch purposes, the
psaential cvalntive purpose of gossiping about vur esperiences
demert= iteclt )

For the practical task ot clhissitvingg written utierances acvording to

H

runction, we reduced Harding = four types of responsc o b his

it and =econd modes soperative and intellectuall were conflated

ceptualiwe feltwe could

mtoeur participant roler hies third muode pe
satelv ignore since there was no obvicus way in which lainguage could
vt purposes His fourth mode is entirely the equivalent of our
cecond, laneuage m the role of spectator. As has been indicated, the

five Fole= are related ta three major tundtion vategories: transactionat

loneiage s fully developed to meet the demands of participants;
pocti language is tully developed tomeet the demands of a spectator
role: and expressive language is informal or casual, loosely structured
vither participant

language that may serve, inan undeveloped way
or apectator role purposes e Have =aid o oeood Jeal about the
importance of expressive writing elsewhere (Britton et al., 1975)—

particularly its educational value asa matris from which, in favorable

Grcumstances, both tranzactional and poetic writing are developed.
writing in the role

My concern here is with the contrasting spectra:

ive to transactional) and

of participant (the spectrum from exproes:
writing in the role of spectator fthe spectrum from expressive to

ot

Crioee o orhe o Do
As panticipants we s writing Theger thines done “whether it bein

an operative mode of informing, instructing, or persuading people or
an intellectual mode of problem =olving, specalating, theorizing.
An niterance in this category s a means to some end outside itself,
and 1ts organizanon will be on the prindiple of ctiidency in carrying
out that end. OF the many types of verbal transactions possible



O

ERIC

Aruitoxt provided by Eic:

I ie Fuu, 19

RS TN
thuving, selling, begping, vinving, ctecs we homed in on two that
seermed of importance in school: thus the two principal subcategorivs
of the tranzactional are the conative and the intormative (see

for a similar

we further divided into regulative iswhere compliance is assumedy and

Jakobson, 1900, pp. 353 & 357,

amption s made) Informative writing

persuasive {where no such as
we divided in accordance with lames Moffett's “abstractive scale,” as
described in his Teaciing S Unirore of Disconr-e, but we distinguished
seven levels of abstraction where he used four, Qur analvsis of 2,000

scripts showed that level of abstraction is a kighly significant index of
development fromages 11 tc 18, but that comparativelv few students
the rate at -vhich they toke students up the scale. The most
sercentage of expres:

disappointing finding wos the very smali
writing at any level—e percent overall; and this, of course, would

cover expressive writing in both the spectator and participant roles.

Whiting ot Hw

letached evalua-

We have supy

tive” role with regard to experiences real or imagined; we contem-

plate narrated experiences, recalled or imagined by ourselves or other
people. A word of precaution must be added: we mayv reconstruct
past experiences as a way of gt sty done, o5 part of a larger
transacticn—in other words, for some end outside the utterance. In
such cases we are in the participant, not the spectator, role. A witness
in a court of law verbally reconstructs past events nol in order to
contemplate and evaluate them as an instance of what life can be like,
but as a contribution towards the court’s verdict. If a witness began
to savor his or her story and work it up for the enjoyment of the jury,
it would soon become clear that the witness was in the wrong moede.
Telling a “hard luck story” is a device for securing attention by

“appearing to invite the listener into the spectator role; but when the

demand for a loan comes, the listener knows that he or she was in the
wrong role, that the specker wants cash, not the sanctioning of
values!

There is an important implication here: when we move into the
spectator role, our utterance itself moves into the focus of attention,

becoming an end rather than a means to something outside itself. As
such an utterance moves up the scales from expressive to poetic,
there ic increasing stress upon the forms of the language itself and
upon the formal disposition of whatever the language poftrays—the

L3
)
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movement of thousht moa philosophical narrative su
At the [,‘\!L‘[it, t'!’!gi of the =cale, then, a picee of

oy I

sworth's T I

. - " Lt = " -
ebiect, an artifact o words, 2 work of art: its

TS AR 8 04

e of efficenoy as a means, but on

1= 113! i {h{’ B |34

the coherence and unitv achieved when every part s appropriafe to
ek other and to the whole desiens Like any ather work of art, a
poctic utteranee arses fromaninner nee W1 and the need s satistied in
iter in the

.

the sayving, The evaluative tunction - tultilled for the w
Act Of presenting e 0o ind for the reader in sharing that

experivioe and s ordering eftect.

We stweeat that there are ditterences between the way o reader
apprehends a transacional utterance and makes it hi= or herown and
the wav a reader apprehends o poetne utterance, Tt is inour view a
part ot the conventions of fran=actional writing that o reader
st Fashion, Some parts of the

colttes tualize= an otterance i
driecorii oo peaders may innere because they are too familiar: others
thev may reject because thes judse themy forasanety of reasons, to
e anaceptables othiers they may repect because they cannot inter-
pret them  Amony ansd arotnd thos=c fravients readers Juoept, t‘mf}‘
will build thenr own connedtions, articulating the new information
with what wa= already fancliar o tl sem. [1 1= within these conven-
Lons, tor example, that this chapter 5 intended to be read. But

- 4t PriCess il ]H(‘l‘(‘ﬁ“‘ﬂl

ebder= ot -w-:;u ufterdneis

conte ‘.mihmnun ther Inhntmn1sturuu'lh averbal object, a piece

of discotrese that oo hieves, by imternal organization, a single identity
marked oft from the restoof the world. They can never wholly
cuccved o of course. since the mediom s discourse, discourse is
reterential, and the responses demanded of readers are deeply
cmbedded i the evervday reterential tises of Language. The conven-
ction

Prosi= gy e rinemgg ;"m'!n Jie LU= Are torce t\plldhn\' 11 a dll
?L’iﬂl

contrancto this Puttin, ot simply, we contextualize f fact= about
condition= in the nmete »‘nth contury a=we read Hand Toves, but we
are 1t the same time nvare that such responses are over amd above -
the wapnnw we dare primar v ¢ GNLerNed o Maee, o respoise b the
work oeme i and one swhich therefore valls tor s uspended judgment
until Iu shape of the whole has been reconstructed in the reading
Similirh, we know that o novel with a “messape” isin danger nf
being: n=mnterpreted ib we docate its message i some detail of plot or

Characterization it speaks through the poctic construct as a whole.

O
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The conventions of 1 discourse thus call for global contextuali-
zation.
When Susanne Langer 119420 first makes her distinction between

discursive and presentational symbolizm, she contrasts the linear
nature of discourse with the simultaneous impact of a visual art
form. The idea of a simultaneous communication is suggested in the
name she has chosen, presesizoad. Yet the presentational forms of
e

music and the verbal arts have a time dimension, as do discur
forms. Our distinction between piecemeal and global contextualiza-
tion seems to be one wav of resolving this difficulty and is consistent
with the advice critics have sometimes offered on how literature—

poctry in particuar—should be read if we are to preserve its

essential unity. Coleridpe distinguished a poem from ordinary dis
course by calling it “esemplastic” Cmolding into one™, and Bateson
(1900} stressed the necessity of attention to details of a text aiker a
sense of the peneral meaning of the whole has been established, An
interesting field for research offers itself in studving the relationship
ssage” (see, as one starting point, Colanyi,

between “text” and “me
1958, p. 92) as it varies over types of discourse and, in particular, as

between transactional and poetic varietios,

Fursuing the contexualization distinction, we mav relate it directly to
the processes of composition. The writer of a transactional picee, in
having in mind the reader addressed, must try to envisage the initial
preoccupations with which that reader will approach the task. since
 text is to be

these preoccupations provide the context into w
fitted. Fitting the text to the preoccupations involves finding a way
of beginning that will both open up the topic and enmesh with what.
the reader has in mind. Shared context builds up between writer and
reader as the piece proceeds, so the chances of losing, confusing,
misleading, “or frustrating a reader are at their greatest in the

opening sentences. “Finding a way in” has often been used as a way
of talking about the difficulties of writing a transactional piece. It is
more, of course, than simply wooing a reader or catching his or her
in* st: the strategy must be such that the writer-reader interaction
ssage. How

o . up a coherent movement towards the heart of the me

this may vary was something we observed ata simple level in reading
the transactional writing produced in school; writers were likely to
succeed if they found for their opening a generalization powerful

enough o require more than a sentence or two to work out its

implications. (Planning in advance is no guarantee of suceess, foran
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cuthne dov s not necessaaly promote the coherence that arses in the

tenvture of the wrinmg  aed, mdeed, nmay often mulitate agains=t it

A phince at the opening words of a few poems, stories, or plavs is
enomeh toindicate that =ome quite ditferent principle i= at work in
poet.cdiscourse. There s noattempt to open by enmeshinyg with the
reader’= prooceupations but rather the feversesan ettort todvreate a
Nothin

the very tirst words of the poem ettect the break with the reader’s

&)

Jislowation In Lapeer’=word= 71 ait be Built up unless

actual ensironment” oo 2030 The mature writer may make the break

g sophi=cicated wave W Lud S epens with

LR P R U A

o Crenton and Licea are now no more than private c-tafes of the

Sov, bored

HE

Bonaparte tamily, and a0 poent by Kingsley Amis A1

with drivons, he liv down to =leep " But even the three vear old hasa
! \ I \

Formula tor domy i Once upornna time.” We must not imply that to

write the opening words of 2 story or a poem i= a <imple matter or

cie b naivdom sclecnon What oy b i= that in poctic discourse

Supy

the seriter does not buttonhole readers by attempting to latch on to

wdea= already preoccupying them, that the writer does not need to

look tor o wav in 7 Rather, the writer woos readers by oftering them
i H 1 4 . : 5

e out” 0 holdoy tromoa ot by concern- themn with the

OPCTY, LN g ~ipnal to s itch trom partivipant to spectator rale.

Flovinae =and than o Jleay o us that the constraints governing a
poctic writer = chowe of openmyare pre t=elv those that operate at all
other pomnts in his or her compoaition, the rules that produce the
internal ormameation that sives coherence and anity to the artifact.

[ <hould add at this point that while the whole question of
precemenl and global contextualization was most actively under
disctiamion in the research team, we were fortunate enough to have
Wavne Booth, author of The [Henoi o P, a5 2 temporary associ-

ate, and we owe a great deal to his cooperation. This fact encourages
s to belicve that there is no fundamental disparity between the
views resardimy o hiterary apthor's relationship to his-or her reader as
e have =et them out here and as Booth deseribes them in his book.
[here = of cotrse. a vreat deal of specalation o this part of our
theory, and the whole area brostles with turther problems. There s
certainly g need tor =tudie= that attempt o connedt Composing
crcne et realing mracesses in svstematic wavs, A text com-
po=cd by oawrter and “reconstituted” by reader would provide a
Gectul umit of studyve our hypotheses would lie in the area of the
Gemtinied ditferences betiwveen tran=actional text and poctic test
Revcont appro b to the theery of reading would suggest that one

pavott of such studies miht be practioal help to teachers of begin-

R
[

»
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ning reading. (One recent conterence on reading produced prety
peneral
reception must ~omuehow borrow the m.uhim-n ot pro *mfmn 7

agreen ont with the chimm that “the procisses of Linguage

Preparation, Incubation, and Articulation

QOur study of the processes of writing led us to consider three stages:
preparation, meubation, and articalation. While it 15 clear that
= an important and little-understood role in writing ot
all kinds, v v might speculate that in much postic writing incubation
does dut;\f also for the earlier stage, pwpnmtmn Certainly, auto-
biographica! anecdotes that support this idea are in good supply,
particularly. it seems, from Luglish poets in the Romantic tradition.

incubation pl

This example comes from Siegfried Sassoon (1945);

Chne evening e the middle of April Thad an experience whidh
serms worth descnibing for those who are interested in the
methods of ot plndtutmn It was g sultey spring night. Taus
teeling Jdull minded and depressed, for no assignable reason.
After sitting lethargweally in the ground floor room for about
three hours after dinner, [eame to the conclusion that there was
nothing ter it but to ke my useless brain to bed. On omy way
from the arm-chair to the door Tstood by the writing lable, A few
I Hloared into my head
DlLLt‘li L e ncil and wrote the words on a sheet of notepaper.
Without sitting Jdown, [ added 5 second line, It was as it [ were
remembering rather than thinking. In this mindless, lecting
ranner [ wrote down my pocm in g few minutes, When it was
finished | oread it throush, with no aense of c.,'l.fltlm‘;. merely
wonderimy how L had come to bewniang o poem when feching so
stupid. [ then went heavily upstares and fell asleep without
< thinking about 0 again . The poem swas Loename s, which
has since bevome o stock anthology precs, (po L0

carch brom o oy

ses b an

That thinking and utterance may undergo coganizing proc
involuntary level has been demonstrated often enough. This has
been shown to be equally true in the production ot transactional and
poetic utterances, Bernard Kaplan (see also McKeller, 1957, for
has described the vocurrence of hvpnogogic images that
represent solutions or partial solutions to intellectual problems.t It
SETYS smpﬂhm; that the role of incubation in the writing nrocess
has not been expermmentally investigated, as far as we know, in
recent vears. Articulation, the pen-to-paper phase of the writing

U Lecture presented ot g conberemee on Symbolizatiom and the Younge Child”
heelig b olleyie, Boston, O tolsp [0770
Wheelodh €Colley I

k.3
‘,:_ .
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process, 12 hhevose anarea mipe for esperimental studys The only
attempt to bime the process- accurate IviVan Bruggen, lL"-lL,ﬂ seems o
have been a limited exporiment carried out in America many vears
aue, kong H-h-n' Coldman-Fisler'= tranttul =tudies (195 of the
]ht‘ l,unguu H ritie Rewcardh Unitin 1909 developed the design
of o trapsnutting pes which, moconjunation with an electronic
reconding table, would s a timed e cord of an individual’s - o rforms-
ance throughout all the moves of dratting, amending, or redratting:
but shortage of both time and money forced us to abandon the
proposal. We continue to dheri=h our hunch that “shaping at the
point of utterance” mav be a crucalbaspect of theawvriting process ina
preat many kinds ob writing. We are encourage «din thl'a .notion by
(1009, pp. Li=14e) concept of “focal” and “peripheral”

w.'

Polany
awareness —peripheral awareness of the means, language, being
<ubgect to the control of a tocal awareness uf the end in view, the
purposes tor which the lainguage is being used. We are encouraged
also by our own experiments at writing without being able to read
what 1= written: while in general this proved inhibiting, the degree of
interference varied according to runciion expressive (o letter toa
colleaguer, transactional a paragraph ina vescarch paperi, or poetic
ta poem). The results were consistent awith the belief that we focus
upon thg- end in view, shaping the atterance as we write; and when
the seant is “plaved out” or we are interrupted, we et started again
by reading what we have written,.running along the tracks we have
Lid down. With the Joose structure of expre: ~ive writing, a disloca-
2t we had written) might barelv be

Son Sdue toinabilite to e ad sl
noticed; with the transactional ;.rr.\g,mph the frustration lay princi-
pally in not being able to read back over the last few phrases. (Had we
attempted to write o longer passage, vther needs would of cour
hove arisen. With the poetic there was no predicting when the
frustration would arise- -the need to have the whole in view made
itself folt, and the task was virtually impossible.

A more prosaic way of referring to “shaping ot the point of
utterance” is perhaps to say that o writer develops an inner voice
capable of dictating to him or her in the forms of the written:

lnguapee. Yet that is mysterious enough, and there swems to have
been no study ot how the fachity is uquntu or how it is related to
fluency and other speech factors or to tastes and habits in reading. |
have alrecady referred to the fact that we came across cases of
children who reach the age of eleven without acquiring the ability,

cye
od ¥
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whose inner voice 1= restricted to the dialogue that has assailed their
ears. )

A final 5pggul.\,tiur‘ on the n—'ticul.zti;m prm:css will serve as a link
! ] : Lh.]p[{r We have

with
hinted at the organizing power ut a ;.';cm:-nﬂi;.\tmn in a piece of

transactional writing, A complementary process in poetic writing

mayv lie in the power of a formal festure or features to act as
arganizing principles. We believe, in fact, that children’s writing

sometimes demonstrates the “toking over” process in the course of a

single utterance. A piece that begins in a loose, unstructured wav—
perfuncterily, even—may seem to take shape under the influence of
the affective power of a rhythm or sound pattern, an image or an
idea. It has been remarked that in voung children’s drawings what
has been called physiognomic perception—a dyvnamic way of perceiv-
ing that responds to global expressiveness rather than to detail ~may
sometimes take over and affect both the objects the child chooses to
represent and the mode of representing them. Perhaps there is a

parallel here ta what we believe we have observed. In this first piece,
in many ways typicil of the cataloging small children goin for (the
writer is o seven-vear-old gicll, o rhvthm seems to take over and

exercise a degree of control over what is written:

Class had Mondav off and Tuesdav 6tE and all the other classes
had Mondav and Tuesday off and we plaved hide-and-seek and
my big sister hid her eyves
brother had to hide and [ went behind the dust-bin and [ was
thinking about the summer and the buttercups and daisies all
those things and fre<h vrass and violets and roses and lavender
o et and the black ¢f

and counted up to ten and me and my

and the teinkling sea andd the starn th
and the moon, ’

The take-over effect is mare powerful in the next example, though
it is also more difficult to identify the particular formal feature or
features that acted as vehicles for the feeling that drew the piece
together. The story was dictated to his teacher by a grade one boy in
a Toronto school, We know that, at the time, his h)thur had recently
deserted the bome.
reowasa ittle boy, and he dido't have a
waswalkig in the forest. He saw a

Onee upon a time the
muther or father, ()m- Jav

There was a b(n!k msnh' Uf the house. He looked at the book
and saw a picture of a pretty animal It was called a “horse.”

He turned the page and saw a picture of a rabbit, o rabbit just
like hee had =een i the forest He turned the page again and saw a
cat. He thought of his tather and mother, and when he wos small,

rj A
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2o
aid thes had books tor lum and animals tor bim to playwith. He
thought about this and started ooy

While he was crving o dady =aid, “What'= the matter, boy?”

He <low!y looked round and =aw hi= mother. He said, st
realhy voul’ -

“yes, my sone Imovour miother

“Nother, mother . are vou alive?”

N chidd Thes e b Beare thar Toeas Lailed in

“Oh, mother . why are vou hered”

Hecause | ooame bk to look tor, _\ﬂll.“ L e -

“Why, mother” Why Jid yoo come back to look tor med’

“Becavse | miss vou” oL

Where i= tather?” .

“He s in the cotfinthat he was buried i Bug don'’t talk about
that now How are vou sons You're biggrer .. cand 'moglad tosee
vou.”

“It'= been a long time, mother.” <l :

While the bov and the mother were talking, his father came
it the room and =aid, THiL sons How are vous”

Fire, satd the bov, “tine”

Suddenly the mother andatather Game Lo lite.

Lhe boy was crving and the mother and father were crving
toe Coad =uddenly wave themea miracle o to come to lite, The |
o Jooked at the mother and tather and =aid, “Oh, mother, oh,
tather 7

Two Sets of Rules of Use )

Susanne Langer's distinction between discursive and presentational
svmbaolism s the foundation stgne for her speculations concerning

wion by whish our pr

the teeo muodes of organt
tions achiove fullest significance and power. The tirst is the cognitive
order, o superstructure made possible by the invention and use of
dge; in the

discursive language. It is the order of objective know
course of reaching it, ane has to dissociate the cognitive from the
dence of. che world, The uniquely

out (g far as'

atfective aspects of one’s exper
personal responses, the affective aspects, are screened
they may bet in order to achieve knowledge and gontrol of the

d this

environment. Langer claims that we have known and’recogn
order and studied its Laws so éxclusively that we have failed to
h the other order from mere chaos. The order associated

sented in a work of

Jdistinguis )
with presentational symbolism is pertectly repre
Arte it s not an organization of ectice responses, for by the laws of
this order the L'ugn‘itiw;-=.1fftfgt,iv'§- distinction is irrelevant. A work of
projection of our cognitive-cum-a ffective responses to experi-
such it comes into operation, in a

Arkis g
ence, It is a subjective order, and as

/

)

SN .

~\

\
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form less intense, less perfect than it achieves in a work of art, in
many of our daily activities. Langer's recent volumes (1907, 1973)
continue her pioneer work in attempting to Jescribe the principles of
her alternative order; the principles by which experience is projected

into a work of art. She speculates (1904, p ool amonyg other things

that “physiognomic perception” may plag its part and that the
representation of tensions and resolutions may u-lau- the s rrm'turr;
uf a work of art to the phases characteristic of every “livieg act,” the
shape of the elements that make up-the continuum of life.

In our proposal to divide discourse into language in the role of
participant and language in the role of spectator, we see the two
spectra as embodying Langer's two forms of organization. Difficult
though it may be for linguists to see \thé validity of this “first cut™in
kinds of discourse, we believe Langer's distinction must in the long
run find acceptance. In terms of linguistic competence, then, we see
expressive discourse as an area of discourse where the rules of use
are at their least demanding. As writers improve in their ability to
meet the demands, on the one hand, of participant tasks and, on the
other, of tasks in the spectator role, they will internalize two distinct
sets of rules of use: from the matris of expressive writing, they will
acquire competency in both transactional and poetic modes of wril-
ing. We believe 5pt‘£‘(‘heact analvsis would improve its explanatory
power if it applied its rules leFenntmll\' and/or applied different

“rrules to the bwo spectra we have described.

Postscript

Let me say again that the ideas I have explored here have ofteribeen”
highly speculative and may best be regarded as indications of areas
.where further inquiry is needed. Work on the process we have called
incubation, for example, is probably still mainly at the case-study level,
but [ see no reason why experimental situations should not be set up
to ylt‘ld more controlled data. In an intricate and puzzling area of
psy rchological study, one would at least have fevts to hang on to. Some
early experiments on recall {Bartlett. 1932/190.4), where time interval
was related to stages nf mndlﬁmtmn uf the mah:rml recalled, rmL,ht

2 as we do

;\5 fur the armulalmn pro
ription of an

actual process may find it worthwhile to investigate the myst

the “inner voice” that comes to dictate wri f

study that would have to relate to a subjec
#

s reading patterns overa
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to define those laws we have glibly re

R ) ) : Jumes Britton

periad of time, as well as to the subject’s drafting procedures. All
om to me to deserve more investigation than'

methods of drafting s
they have so far received. Simple interference techniques, such as the
one we tried where the writer cannot see what he or she writes and
systematically varied interruptions during composing, scem worth ‘
further trial. Perhaps the most obvious lack is that 'of an accurate
matching of a fully revised and edited picce of writing with a
complete time record of its production. Electronic apparatus would
make this matching possible today, and it is high time somebody
undertook it. Long-term studies of the development of writing ability
are almost as scarce today as they were when LA Richards- first

pointed out their importance some forty years ago, Finally, anyone
who has the time and energy to make a full study of Susanne
Langer's recent works ought then to fallin behind her in an attempt
ferred to as the-rules of use

governing utterances that are also works of art,

11
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3 Paradigms and Problems:
Needed Research in
Rhetorical Inventic

Richard E. Young
University of Michigan

The process of examining any topic is bothan exploration of the
topic, and an exey of our fundamental beliefs in the light of
which we approach it a dialectical combination of exploration
and exepesis,

Michael Polanyi

On what basis can one argue that, at this moment, we need certain
kinds of research in rhetorical invention and that we are less i
of other kinds? | would like to move toward an answer by first
proposing that since the beginning of the Lentury, the teaching and
researching of mmpusltmn have been unded by what Thomas Kuhn
(1970) has called a “paradigm,” a s /stem of widely shared values,
beliefs, and methods that determines the nature and conduct of the
diSEipIiﬁE A pamdigm C}EtEFmiﬁEb :mmm; nther thiﬂyg, what is

and not taug,ht, what prublcma are rej ,er(:d as mlpurtant Jﬁd
unimportant, and, by -implication, what research is regarded as
valuable in developing the discipline. It is what accounts “for.the
relative fulness of ... [our] professional communication and the

I. Ihl' termi is taken from Kuhn's Sthudere of Soentdn Keeolutons, Although .
“paradigm” has several meanings in Kuhn's work, | am treating it as synonymous wi h
what he calls a "disciplinary matrisn™=""disciplinary’ because it refers to the common
possession of the practitioners of a particular disapline; ‘matrix” because it is composed
of ordered elements of various sorts, cach requiring further specification” (p. 182).

Kuhn's work is-an effort to account for deep and rapid changes in the sciences;

hence, there ix some (Ill[‘s!nln w hathvr it is ]c ;,mm.ltc to appl\f |t tu uthcr thupllm;,

,ar subat.mtml vnnu;,h to nva its use hvru at least tumblv .JH.' (!qL14,

‘pp. 22-31) puts Kuhn's wurL to g similar, and valuable, use; he argues that the

discipline as 1 whole is in @ “preparadigmatic ™ stige, a judgment that seems to me
pl preg 1 ¥ judy

ri‘.\ﬁl\l].]hll‘ }i(l\\.l'\( *'F, l"’ (815140 S5 N i['ﬂ[[‘l'ﬁ l‘r\'\' t*‘l (ll‘ﬂ. x)[]l’“L l‘f (i‘n]‘.“l"llt](‘n (n] EllbLJIELI-
pline for Gagel, one finds g more orderlv, coherent, and directed enterprise.
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relative unanimity of .. {our] professional judgments” (Kuhn, 1970,

p. 182). For those working within a discipline, a paradigm is an eye to,

see with,

"It s not difficult to find evidence for the contrary position that
there: has been no generally shared system of belicfs which has
guided work in the discipline. One need only recall the extraordinary
variety of courses Kitzhaber#(1903) discovered in his survey of
freshman composition programs to wonder whether we have any
discipline at all. However, [ think a reasonable case can be made for
the proposition that for several decades members of the discipline
have shared a remarkably stable system of beliefs, a system that
Daniel Fogarty (1959) has called “current-traditional rhetoric”
(p. 118). If we accept the proposition, the varied courses can be seen,
for the most part, as variant manifestations of an underlying
paradigm. . _

Not all of those teaching composition and conducting research on
it have been committed to current-traditional rhetoric. And some of
those who have at one time been believers have stepped outside it,
espousing new theories., The reception accorded new theories is one
ndication of whether the discipline is in fact controlled by a para-
digm. In his Biographio Literaria Coleridge notes the existence of “a sort
of secret and tacit compact among; the learned, not to pass beyond a
certain limit in speculative science. The privilege of free thought. ..

has at no time been held valid in actual practice, except within this

limit: and not a single stride beyond it has ever been ventured
without bringing obloquy to the transgressor” (pp. 95-96). Not the

criticisms, but the violence of the criticisms of Robert Zoellner's .

application of behavioral theory to the composing process (1969a)
suppests that he had passed beyond some very real limits in the
minds of the learned in the discipline, that he had stepped outside a
paradigm. (See “On Zoellnerism,” 1909, for responses to Zoellner's
approach.) Indeed, ina response to his critics, Zoellner (1909b) makes
it clear that he regards the conflict as paradigmatic.

If we assume that such a paradigm does exist and if we examine it
through the lens of Kuhn's theory, then some recent developments

in rhetoric take on a special meaning, vne which has strong implica-

tions for the conduct of research.

I. The Current-Traditional Paradigm

The main difficulty in discussing the current-traditional paradigm, or
even in recognizing its existence, is that so much of our theoretical
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knowledge about it s tacit. Such 1s the case with the vitalist
assumptions, inherited from the Romantics, that underlie so many of
its overt features.? The overt features, however, are obvious enough:
the emphasis on the cnmpns;d pmduct 'ra'thc-r th.m the \:nmpn%ing
process; the analysis of discc :
gréphs; the classification uf di*%fﬂ'lirﬁc into deﬂnptmm narration,
exposition, and argument; the strong concern with usage (syntax,
-‘EST;iéﬂiﬂg, pl.mctuatiun)_;md with ratyle (emnnmy clarit'y’, Emphasis)-

and so on, Vl hsm with its stress on the natural puwers of thL I‘nmd
and the umqueneaa of the creative act, leads to a repudiation of the
possibility of teaching the composing process, hence the tendency of
current-traditional rhetoric to become a critical study of the products
of composing and an art of editing. Vitalist assumptions become most

- apparent when we consider what is excluded from the present

discipline that had carlier been included, the most obvious and
significant exclusion being the art of invention.

The overt features of the paradigm have provided the content and
organizational principles for hundreds of anthologies and composi-
tion texts for three generations. The frequently heard complaint that
composition texts are too much alike is, I think, unwarranted; the
striking similarity is more a symptom of a wxdulv shared paradigm
than lack of imagination. Composition texts are more properly
judged on their clarity and pedagogical ingenuity than on their
conceptual originality. Textbooks elaborate and perpetuate estab-
. lished paradigms; they are one of the principal vehicles for the
conduct of a discipline in a stable state. As such, they are a
particularly valuable source of information about the paradigm.

Even a cursory survev of bibliographics such as the one in
Braddock, Lloyd-Jones, and Schoer’s Reseurch in Written Composition
(pp. 118—142) reveals that our rescarch, on the whole, has reflected
distinctive features of this paradigm; for example, a strikingly large
proportion of it has been devoted to the sentence, the paragraph, -
usage, Jﬁd style. Thc aim nF th(- rc-m:arch is also typical of a firmly
thh pmblemﬁ nF applu.itlun most nnmblv with pedagogical practice,
rather than with problems of theory (Support for this generalization
can be found in Braddock et al., 19603, and Rowland, Van Gelder, &
McKiernan, 1966). Purely theoretical problems are seldom of much

2. The assumptions are explored in detail by Weidner (19750 Kantor 11975) traces

some influences of vitahst assumptions in corrent-traditional rhetoric during this

century.



O

ERIC

Aruitoxt provided by Eic:

42 [NICHAN L. FOHHY

interest as dony as the prinapal teatures ot the paradigm are
unchallenged. During, stable periods, theoretical assumptions tend to
function as presuppositions rather than as subjects for investigation.

When one believes, he tor she) does not question his beliefs; he e
them. It is quite possible to teach and even carry out pedagogical
rescarch informed by the paradigm with only a0 general notion of
what the basic assumptions of the discipline are. Current-traditional
rhetoric has dominated the discipline so thoroughly and for so long
that it is probably more accurate to speak of a rhetorical tradition
rather than a theory, if by theory we mean an oxplicit system of
dssumptions,

One important characteristic ot current-traditional rhetoric is the
exclusion of invention as a subdisdpline of the art.t Proponents of
this

current-traditional rhetoric have offered two arguments for
exclusion. First, rhetoric is the art of presenting ideas;other disci-
plines, they argue, are more properly concerned with original inguiry
and the development of new knowledge. For example, Martin Stein-
mann 1Y) argues that “rhetoric .. is concerned with the effective

choice of synonymoeus expressions™ (p. 2800, This definition, he con-
tinuek (po 2810, “excludes both invention (choovsing between non-
svionymous expressionsi and memory from the pln\'mu ol rhetoric—
retaining arrapgement, espression, and deliverv. o007 Se «cond, they

arpue from tht vitalist assumption that creative pruwrws,'whid’l
include the composing process, are not susceptible to conscious con-
trol by formal procedures. As Tavlor Stochr (1907) remarks, “In all of
this process the writer is, in a sense, at the merey of his thoughts. He
does not direct them at this or that point; instead, he follows ‘them
with more’ thoughts, spontancously, naturally. It is hard to say
whether he has the thoughts, or they have him” (pp. 420-421). Skills
which cannot be formulated as methods cannot be taught (though
they can be learned) and hence have no place inan art of rhetoric.®

3 Inn arton” hete teters not only to el mvention Gvhich provides formal
;mun!urn tor determmng the =tatus of an arpument, discovering possible ways uf
Adevelopmg 1 and adapting it v apen i aadiences ) bl abso o other for mal metheds
SIS J o i oreterevine itormnaton, foraung coBceplsoanm )|\.’f|lly L\impll‘\ vviengs,
and ~udving certan binds of problems The most sipmbicant of these me sthods are ”
dime tmsied 0 =ection ot this chapter

Ot stemmann=comment=with thy- by v s THTOE950 one of the pragenitors
D crrrent to tenal thetore T herern Jees ot windertabe to turmsh g person
with ‘«uuu'lhm_\: tor =iy bt desss tandertak e o tell b B b=t to =AY that with
which he has provded bimaclt™ s
sl Flomoes oc b one of the most

A0t John Cenung = comiment=m [0
¢oelements of rhetori, though real

itluentl of the citrent teanditnonl tests
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o Paradigms amd Problems : aa

No one seems to doubt that the skills invention is designed to culii-
vate are essential to effective composing. The question has been how

_they are to be cultivated, The answer provided by the vurrent-
“traditional paradig

n—i.e., reliance on other disciplines for their culti-
vation and on frequent writing followed by careful criticism—has not
been notably successful, and teachers of composition have proposed
various ways of stimulating and guiding the thinking of their
students. As is to be expected, the proposals reflect a distrust of
formal arts of invention.e They are efforts to meet the needs
addressed by formal arts but without explicit, systematic procedures.

For example, students are given lists of subjects which can be casily

elaborated by “looking up” references. Or they are asked to write

from immediate experience. Or they are asked to read provocative

selections from any of the hundreds of anthologies of essays and
fictional works designed for compusition classes and then apply what

they learn to their own lives. Variations on these methods (such as

the look think-write method with its collections of striking photo-
graphs) are among the most common subjects in our professional
literature (for illustrations, see the section entitled "The Literary
Approach to Composition” in Tate and Corbett's Teaching Freshmuan

Composition, pp. 7[-98).

II. Crisis

During the last fifteen years, the current-traditional paradigm has
been repeatedly attacked for its failure to provide effective instruc-
tion in what is often called the “prewriting stage” of the composing
process and in the analytical and synthetic skills necessary for good
thinking. For example, . Gordon Rohman (1865) arguces that
without the rhetoric of the. mind . .. no course is the rhetoric of
the word could make up for the fact that the writer has dis-
covered essentially nothing to sav. In fact, to continue to teach
rhetoric without attention to sliscovery reinforces that indif-
ference to meaning that characterizes the modern world of
politivs and advertising. (p. 112 :

and valuable, are not practical, bétause the ability o employ them eannot be imparted
by feachims. They have toosist i the writer himsclt, in the peculiar, individual bent of
his nature”™ {pe sik amd “all the wark of vrignnton must be left o the writer him=clf”

(p. 8. :
6. Kuhn (19700 notes 4 somewhat analogous reaction to instabilities in wientific
ions and af o

paradigms: proponent= ot the paradizm “will devise numerous artic il

modifications of ther theory m order to eliminate any apparent conflict™(p. 781,
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tnd in ocomments ot the Dartmoath Conference, Wavne Booth
dvplmld ‘the prevailing tendency to minimize the need for system-
atic knowledge. the value of téchnigues of analysis, the pleasures and
ercitements of ‘cognition,” or in general the importance of thinking”
tin Muller, 1907, p. 100 His recent Modern Dogma and the Rhetoric of
Asent can be read as an elaboration ot the carlier statement: in it he
argues for a conception of rhetoric as an art of discovering and
developing warrantable beliefs. The point [ want to make is that
there is a growing belief that an important educational, and social,
nvml 15 not bvum met bx thv PIUfL‘H‘slUll tlmt WU are umhuntvd wnh
rhetoric nlh‘rﬁ 1o a_nlutmn.

The failure to develop effective means for cultivating the skills of
invention is due neither to a lack of awareness of the problem nor to
incompetence on the part of composition teachers. It is due, Tbelieve,
to cfforts to respond to the problem in terms of the current-
traditional paradigm. In ferms of this paradigm, the problem has not
apprared so important as other problems, such as lick of fluency and
inability to meet standards of usage. What we doin the classroom is a
fair measure of our prioritics, and the skills invention is designed to

“cultivate hove clearly had a low priority. For example, in her study of
“the compuosing processes of tweltth graders, Janet Emig (1971) notes

is often no time provided

that “in school-sponsored writing, the
for ... |the prewriting] portion of the writing process” (p. 02). (Foran
entension of this study, which reaches similar conclusions, see
Mischel, 10740 Those current-traditionalists who huee acknowledged
the need as significant have tended to assume that it could be solved
i ways consistent with the paradigm, i.e., by informal means of the
cort mentioned carlier. Nvither the te ndlm y to regard the preblem

as relatively unimportant nor the assumption that it can be dealt with

by informal means is surprising. We all see the world “through” our

belicfs, and that is the way the problem looks to most current-
traditionalists. Training in a paradigm develops particular scholarly
and pedagogical capacitivs, but it also develops particualar incapacities.
As Kennoth Burke (195.4) remarked, 7 way of seeing is alsoa way of
not seeing” Gi 490

(1 “huha= remark 19700 that- " paradiem cn even insulate the com-
ity e Uioee el mpertant problem that are ot reduable to the pusse
torm, becatiae the Wit b stated i et ot the comee [\Ill\].llul instrumental tools

the paradigm =upphe-" p 37
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m The Response tn Crisis

One way a discipline develops, Kuhn (1970, pp. 2
gradual elaborations, clarifications, and a pphutmns nf thv p1r.1dl;1m
WE’ can fmd -:uLh Lhdl\ht’% in the current- [r.]dltmnal pnrm.hgm 1f we

dlsturbmhly slnw dcspxtv prudlhmua t}f[mt. But, Fluhn Says, a disci-
pline also develops in another wayv—-through a process set in motion
by an awareness of serious problems in the established poradigm.
The stages in the process go something like this. A paradigm
acquires wide support by demonstrating its superior ability to
solve problems generally acknowledged by those in-the discipline to
be acute and fundamental; once it is established, research is directed
primarily toward its articulation and application. New problems arise,
however, which those committed to the paradigm cannot solve
adﬂqmmly, and a crisis develops, accompanied by a sense of uncer
tainty and insecurity in the profession. The response to the cris
typically the devélopment of new theories which are able to provide .
more adequate solutions. A new paradigm emerges from the inquiries
and controversies of the crisis state and with it another period of
relative stability (Kuhn, 1970, pp. vo=70).

I am suggesting that if we see the problem discussed as creating a
in our discipline and, in doing so, stimulating proposals for

-formal arts of invention, we can make a kind of sense out of the

recent and rapidly growing interest in the composing process and the

numerous proposals for controlling it. And we can also construct a

rationale for a program of research.

During the last fifteen vears, two extremely important changes
have occurred in the discipline: composition is now being examined as
a process, and four substantial theories of invention have emerged,

partly at least in response to the problem we have been discussing-—
Llasslml invention, Kenneth Burke's dramatistic method, D. Gordon
Rohman’s prewriting method, and Kenneth Pike’s tagmemic inven-
tion. It is-no accident that the shift in attention from composed
product to the composing process is occurring at the same time as the
reemergence of invention as a rhetorical discipline. Invention re-
quires a process view of rhetoric; and if the composing process is to
be taught, rather than left to the student to be learned, arts
associated with the various.stages of the process are necessary. The
L]‘mn}% are important not nnlv because tm; are responsive g a
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long -standing need unmet by the current-traditional paradigm, but
also because they are incompatible with some of the paradigm’s basic
features. They are challenges to the continuing viability of the
paradigm.

Clussical Invention . Y

Classical rhetoric, the rhetoric of Aristotle, Cicero, and Quintilian, is
the art of constructing persuasive arguments for popular audiences.
[t is composed of Hive arts—invention, arrangement, style, memory,
and delivery, Invention, first in importance and the first art used in
the coiposing process, is designed to help one discover valid or
seemingly valid arguments, [nvention usually begins with identifying
the crucial issue to be argued (2 question of fact, definition, quality,
or procedure). This determines the thesis of the argument. Once the
thesis is determined, the speaker or writer draws on the three avail-
able means of persuasion: ethos (an appeal based on the speaker or
writer’s own moral character), pathos (an appeal to the audience’
emations), and logos (an appeal based on logic). All three appeals may
bv li%l‘d in k;inglv dictuurs"v? hmv lhvy are used and which are

rhvlnrunl ammlmn.’ ., the .md, e, lhu me”luz’nqlir situation-
that ¢licits the discourse, and the constraints on speaker or writer
and audiende. Arguments in :s'uppurt of the thesis can be discovered
systematically by the use of topics, or heuristic probes: arguments
can be dv\vlnprd by definition, comparison, contrast, antecedents,
tides for appeals to the

—

consequents, contradictions, and so on.

emotions of the audience and appeals based on the character of the
speaker are also provided by the method. :

For several decades camposition texts have heen, on the whole,
echoes of

innocent of direct classical influence, although o ¢ canfind
the: classical - topics in paragraph patterns (e, generaliza
comparison; generalization-contrast). The ‘00s, however, saw the
several composition texts which contain substantial

appearande of
sections on classical invention (e, Hughes & Duhamel, 1962;
Corbett, 1905; and Mackin, 1909). In one of the earliest of these,
Richard Weaver (19a07) justifies his discussion of invention as a

response to social needs:

Never before have so many pleas been made to the individual for
an active citizenship Active citizenship in the essential sense
requires an understanding of the Laws of evidency, the ability to
criticize lines of arpumentation, and some <kni in making argu-
mients i return .. Phough the introduction of the “topics™ inta
a texthbook of freshman Englisk is o fairly radical innovation, it is
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el that these topics are justified by their proved valoe inhelping
students toasaay the apaments gf others and to tdd s panee
for arguments of their own. (ppXvii-viii)

BHD’A'Q' B D Fif ”‘H“‘!-;f."(' \"«'”nul

During this periad, .ltti'mpt':- were also made to adapt Burke’s drama-
tistic method for use as an art of invention. The heart of the method
is a pentad of heuristic probes—act, scene, agent, agency, and
purpose—for analyzing human motives and motifs in human experi-
ence, which, broadly construed, include virtu, llly ever ything we think
and do. “Any complete statement about motives;” Burke (1955) says
“will offer some kil of answers to these five questions: what was dnm:
(act), when or where it was done (su'm;) whn dld it (Jgt'nt) hnw he

th'turlL.]l thenrv is an  extension uf Ll.lbhlLﬂl l’h(‘t()FlL but it shuuld b(;
clear that the dramatistic method de.2s not serve the same function as
classical invention, though the two methaods are related. The classical
topics are aids in discovering possible arguments; the pentad is anaid
in discovering the essential features of the behavior of groups or

individuals,

Burke's dramatistic analyses have centered on motivation in
langnage hehaeior, for as he (1955) says, "Language being essentially
human, we wuuld view human relations in terms of the linguistic
instrument” (p. 317). Two texts by W, Ross Winterowd (1905, 1975)
make use of the pvntnd for discourse analysis; but the dramatistic
method is also being brought to:bear on nonlinguistic events, in
which case it serves a function similar to the heuristic frequently
used by journalists, the familiar Who? What? When? Where? How?
and Why? (For example, William F. Trmscher’s The Holt Guide to
English.) |

Rotoman's Preweriting Methad

The function of . Gordon Rohman’s prewriting method is to
develop the creative potential of the writer in dealing with his or her
own experience. “To what end do we teach writing?” Rohman (1965)

asks:

it is to "program” students to produce “Letters and Reports for
All Ocvasions,” itis not only ignoble but impossible . However,
if it is to enlighten them concerning the powers of creative dis-
covery within them, then it is both a liberal discipline and a pos-
sible writing program ... What we must do is place the principle
of actualizing in the nund of students and the nwthuda nf
imitating it in their hands po HOR)

i,

ol .
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The procedures he proposes forintroducing students to the dynamics

u{; uh\tim\, f}n' [\L fping tlu-rn imihlv (huir tuhi:-: t o rhi‘mw‘hir-v

.md in tht;nu)m,.\,! and gpphvd \\,UIL on umt;uty .Jnd u,m,wpt

also,

formation, particalarly the work of jerome Bruner (19¢
Bruner, Goodnow, & \u tin, 19051, Willam Gordor (1901), and
Arthur Koestler (196:). The prewriting method requires that the
student keep a |uunn| practice principles derived from religlous
meditation, and employ analogy as the primary finstrument for
probing experience.

Rohman's influence is apparent in several recent texts. For exam-
ple, Donald Stewart argues in his Awthentic Vore that

the tault of present-day teas saye methods is that they teach
sludrnlh how ta ealee their finehed work but not how to prodee
This implies o fundamentat <hift in attention from the produd
nl writing toward the proes- by which the product eventually pets
on paper. Fhis text .. proceeds from the conviction that the
primary poal of any untm\,, course is self=discovery for the.
muh b and that the most visible indication of that self <discovery
< the appearance, in the student’s writing, of an authentic voice.
h proceeds from a second conviction that the techniques of pre-
woiting, developed in the 1900, will best help the student

develop his authentic voice, fppe si=xan

sy

Dike’s Tagmemic Divention

The last of these recently proposed arts of invention is derived from
tagmemics, a linguistic theory developed by Kenneth Pike. Since
composing 1= but a specialized use of lainguage, Pike argues, a theory
about lanyuage behavior in general should also be applicable to com-
posing behavior. In 1904 Pike asked it it would be possible “to explore
2 number of the axivms of such a language theory [ic., tagmemics],
in order ta develop eserdises based on these axioms about language
structure but specifically designed to develop writing competence”
(p. 821 and then went on to suggest the p roundwork for a new art of.
mvention. As presently conceived, the art is composed of 4 series of
s of Jinquiry; it

heuristic procedures designed to aid the proce
provides procedures for analyzing and formulating problems, for

“esploring problematic data in search of solutions, and for testing

solutions. It also provides an epistemology and technigues for dis-
covering prerequisites for inducing psvchological change in the
audience (Young, Becker, & Dike, 19700 ‘

The art i designed to help the writer carry out three activities
wi on confronted with problematic experiences: retrieval of relevant

o1
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information already known, analysis of problematic data, and dis-
covery of new concepts and ordering prindiples. By way of contrast,
classical invention is concerned thh'fmdl,n;j arguments likely to
induce psychological changes in the Taudience; prewriting, on the
other hand, is concerned with the discovery of ordering principles
and with changes in the writer. Togmemic invention is concerned
with both. It conceives of invention as essentially a problem-solving
activity, the problems being of two sorts: those arising in one’s own

experience ‘of the world and those arising out of a need to change

others,

lV Needed R;se.’i rch

I have been arguing that, if E‘\mmmed thmu;ﬂ,h the lens of Kuhn's
theory, our discipline appears to be in a-crisis state. The significance
of this for us is that a crisis state calls for rescarch quite différent
fromi that cafried on during periods dominated by a single, stable
paradigm. Research carried on under the influence of the-current-
traditional paradigm has been, for the most part, directed toward
elaborating and applying the paradigm. Research appropriate to the

‘present situation, however, must be directed toward determining the

adequacy of the present paradigm and the proposed alternatives.

The existence of a persistent problem in the current-traditional
paradigm does not in itself provide a basis for repudiating it. For no
matter how dissatisfied teachers and scholars have been with current-
traditional rhetoric—and the dissatisfaction has been substantial—
they will not renounce the paradigm that has led them into crisis
unless there is an acceptable alternative to take its place. To do so
would be to withdraw from the discipline. “The decision to reject one
paradigm,” says Kuhn (1970), “is always simultancously the degision

to accept another, and the judgment leading to that decision involves.

the comparison of both paradigms |i.e., the established paradigm and
the .theory proposed as an alternative| with nature wul with each
othei” (p. 77). With the emergence of competing theories comes the
necessity to judge and to decide. '

Resedrch on Competing Theories

The research needed at the moment is research that helps us make
reasnndble judgments about the adequacy of the theories of inven-
tion we have been discussing. Two ;:tne -al quwtmns need to be
asked of each:
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1. Does it do what it Jlaims to do? That is, does it provide an
3

adequate acconnt of the psychological processes it purports tof

explain? And does it increase our ability to carry out these
© processes more-efficiently or effectively?

[7 the answer is hegative, we must decide whether to drop the theory
from further consitleration; the decision, however, must he made
cautiously since the ansger may ' resalt from causes other than
defects in the theory. )

3

2. Does the theory provide a more adeguute account of the processts

and mare adeguate fieans far carrying them out than any of the

alternatives?

Again, assuming that the research is reliable, a negative answer
would make it difficult to continue regarding the theory seriously. Tt
is worth noting that comparative studies presuppose that the theories
and procedures associated with them have similar functions; yet
none of the theories have identical functions, although they have
sienificant shared features. Any comparative studies would have to
take account of such similarities and differences. We cannot reason-
ably expect a theory to do something it was not designed to do.

During the last few years several experimental studies have been
conducted which seck to answer these guestions. Far example, two
studies (Odell, 1970; Young & Koen, 1973), ysing pre-aind post-
testing procedures, have been conducted to determine the effective-
ness of tagmemic invention (see also Odell, 1973; 1974), Both studies
attempt ta answer the first question. Although the results were
research designs,an

positive in both cases, flaws are apparent in the
illustration of the need for sequences of research studies which
enable investigators to design increasingly refined testing procedures.
Testing the contribution of methods of invention to the acquisition
of complex cagnitive skills is exceedingly difficult ta do well. Reliable
tests can be developed only by careful analysis of the results of
increasingly intelligent mistakes, '

The generalizations about testing apply as well to research on the
prewriting, method, D. Gordon Rohman and Albert Wlecke's Pre-

writing: The Construction wnd Application of Models for Concept Formation in

Whiting presents a theory of the psycholinguistic processes involved

in creating new concepts, as well as principles of arder in one’s own

experience, and a procedure for stimulating these processes. It also
tests the effectiveness of this procedure in comparison with a more
traditional approach to composition. A subsequent study by Clinton

Burhans, Jr., (1908) compares three methods in order to determine.

~

\LW
Lo
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Ttheir relative ertectivenoess: (1) Kobhman s version or me prt‘wn[mg

procedure, coupled with a text on editing; (2) Burhans's: version of
the prewriting procedure, supplemented by instruction in organiza-
tiog and editing; and (3) a current-traditional approach offering no
instruction in_jnvention whatsoever. The Rohman-Wlecke study is
an effort to détermine whether the prewriting method does what it
purports to do and whether it does it better than a version of the
current-traditional rhetoric. That is, it attempts to answer both our

* questidns.” The Burhans study has the same objectives, but secks, in

-

Jddltmn, to di:tcrmlnc the relative eFFutivcnegs UF two versions nf
ﬂnd prewrlnn;, pﬂrtly bu AUSe thcy 1|lustmt£‘ one Lmd of I’E‘;-EJFLh
negded at the moment and partly because they illustrate the need for
replication dnd improvement of research already done.

But the research needed at the moment is not limited to experi-
mental studies. Philosophical responses to the first question are
apparent in articles by Willianr F. Nelson and Pike. Nelson's “Topoi:
Evidence of Human Conceptual Behavior” is an effort to determine
whether the topics of classical invention are merely useful in creating
certain kinds of arguments or are essential to all conceptual behavior,
Although he argueb that the latter is the case, compelling counter-
argunxnts exist (see, for example, Benveniste, 1971). The issue
remains open. P'ike’s “Science Fiction as a Test of Axioms Cun;ermn;ﬁ
Human Behavior” investigates 2 similar assumption—that the axioms
of tagmemic invention present essential features of rationality itself.
His speculations, though brief, suggest the difficulty of evaluating
the basic assumptions of any theory; they also illustrate the 1n15g:
nuity required by the task. kY

What has been said so far suggests several other projects that -
would increase our ability to make reasonable judgments about the

competing theories. “For ex xample, bibliographical projects: What

studies have been done that are responsive to the two questions?
Analyses of the distinctive features of the theories would also be
valuable: What are the basic assumptions of each theory? (They are
not always explicit in the literature.) Arce the assumptions reason-
able? What are the specific functions uf each theory? Are the design
Apd content of cach theory consistent with its function? (Protocols
and case studies of writers using each of the methods would be help-
ful in studying the functions of cach theory.) We need to learn how to
discuss the competing theories as lhu\rn s rather than'as pedagogi-
cal tools.

Studies that contribute to.the design of experimental projects are
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M=o needied: What ;'uuiu tions van be inferred from the distisctiv
features of vach theory? What <hared fratures pro wder the basis for
comparative projectst What are the hmmmm of the various Kinds
of experimiental desivn? How van they be compensated fors What are
How could sub-
What

ingly

s of the studies .111{.1;!\ carricd o

the deficien £
sequent studies be designed to elimmate these denciencies?

pilot projects could be desipned o nitiate a4 series of incred
adequate project=T (For an illustration of o pilot project desigined to
test Zoellner's talk-write hypothesis mentioned earlier, see Radebrte,

RORTY sctornon fleeir, i

Ancther kind of rescarch needed at the moment is concerned not
with the evaluation of the particular theories we have been discuss-
iy, but with criteria by which we determine the adequacy of sy
theory of imvention. Steinmann (19001 has called thi= "metarhetorical
research,” the praduct of which is metatheories that “desceribe for

Dree dothe properties of adequate theories” (po 2810 A meta-
theory, Stemmann continues. ©does such things as specifving what
an adequate theory must explath fevercise of rhetorical ability) and
what methods of discovery and veritication it must use and expli-
cating rhetorical concepts like purpose and context” (p. 281).

[{euris

Janice Lauer’s “Invention i Contemporary - Rhetoric
and Winterowd's * Topics’

Procedures” tsee espedially pp. 112
illustrate this kind of research.

and Levelsin the Composing I'rod
Both survey various procedures of invention and propose criteria for
wudging them: for example, whether the procedures require the
al situation, whether

writer to probe all the clements in the rhetoric
the provedures spedity clearly the sequence of operations to be
carried out, and whether the ™ IUPIE\ “which comprise the procedures
von=titute an open or dosed set, o &llj;ld set berngr judged more

desirable. :
(Vrr oy eption b thee T AIA i Froress MOTe spi iﬁt'!”\.’, our

conveption of ifs scope intlue Ul‘f* strongiy our oriteria for deter-

mining what 1= an adequate titory of invention, I, fore ainple, we
awsume that the gnmpcmnﬁn- firocess begins af ter thegjdentification of
ICRE nH: n the case in

dlnul]l,

g thiseis and ends vothoaTini-hed

(lnh'nl-tr'.ulmnn.ili’,u-tnrui ther invention hwhether imformal or

P

tornc ) need onby involve finding relevant things to say about the
thests, However, if the u"n!\,puainy, process boginswith the perception
ot a socal problem and endswith changesinan awdience’s beliefsand
Be havien =, that s b ot e carried oot within a rhetorical situation,

DU
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Parggdicoms< amd Problem < : 1

then classical imvention is required, or some other method with
similar functions. But the scope of the process can be conceived tobe

s<tends it to include

even more extensive. Prewriting, for example
what Bruner (in Rohman, 19057 calls the “act of discovery” in which
evioonce iy transformed inosuch a way “that one is enabled to go
bevond the evidence so assembled to new insights” (p. 1070, Tag-
memic invention extends the scope of the composing process to what
appears to be the limit when it provides procedures foranalvzing and
formulating problems which give rise to inquiry (see, for example,
Young, 19091 It seemns clear that before the adequacy of competing
theories can be Jdetermined, more weneral questions about the
composing process itself must be resolved. Although they are impor-
tant contributions to oar knowledge of the composing process,
descriptive: studies, such a= Emig’s study (1971 of the composing
processes of twelfth graders, will not in themselves provide us with
stantdards for determining the adequacy of conceptions of the pro-

cess, Such studies describe only what some writers did; they cannot
be taken as normative.

Sociologncal and pilosophic s tudies such as
the End of Rhetorie, Clissival and Modern™ and Richard McKeon's
“Uses of Rhetoric in s Technological Ager Architectonic and Produc-
tive Arts” may help us understand better the kind of rhetoric needed

5.0 Halloran’s “On

today and at least some of the necessary characteristics of 0 modern

art of invention, For example, Halloran argues that classical rhetoric
no longer meets the needs of =ocicty:

The assumptions about koowledge and the world that in-

Formed classical rhetoric are nolonger tenable. Pxternal reality is

paradosical; vur very effort to know something of the physical
gt alters that which we seek to know so that the

IV ITOR
object-as-hnowri s nat the same as the object we set out to know.
Qar values weemarbiteary, contradictony, and altimately ground-
Jess, The wisdom cur cultire has accumulated is arcone and
available only tmosasrow portions governed by specialists who
speak myvsterioos aml intimidating lingtages. What those spe-

I

i

! [ v : N F L T T ULTo U
Chbiat s bt Tis ol eate thet th \-gulhl.l;:\ vitiven miti=t =

accept therr convld-ions on taithe (po o2 1)
Given this, he proposds o new focus for rescarch on rhetoric:

P o foneer valud to as=ume that speaker and sudivnce live in
the ~ame v or kb nd to study the techiiques by which the speaker
moves= haudiene e taaact oF Hunk g particular weay, One mist
tars onstead to the more foiadamental problem of why the gap
Betvween the apeabter < andaudience’ s worlds is <o broad and how

cne g ht bradige 10 ovcesstulle o 0250



O

ERIC

Aruitoxt provided by Eic:

44 Kiceibad £ hoinse

1 Halloran's observations aresound, then Burke sdramatisticemethod
and Dike's tagmemic mvention swould appear o be more responsive
than cla
all clear how o determines modern needs reliably or whether a

ssical invertion to the needs of the Jay. Howeveritis not at

ory can satisty them all

single rhetorical 1

Specifving the criteria for adequate thearies of invention would
provide another means of qudging the competing thearies, tor we
Lyetit

could then compare theory with eriteria as well as with natur
is unlikely that the few criteria that have been proposed so farare
:on to believe that they are

~ufficient. Furthermore, there is no orex
there is disagreement about the

generally acceptable; and where
criteria for judgment, there will be disagreement abuout the judg-
ments themsehves. Since discus=ions of the various theories in our
protessional literature obten contan judyients based on unstated

criteria, we need to ash what oriteria are presently being brought to

ient.

seary, and suffi

3 . L. i [ ]
Disar -IHL] \\'ht'tnf_?l' lﬁl‘}—’ 210 -nund, neve

The precedmg discassion sugpests some additional points of
carch . Several questions can be asked about the

departure for

COMPO=i Process a0d theories of Spcention: What do e mean by
the “composing proce=s T Howe is the definition to be justified?
Where are we gomg to savit begins ond ends? Whatare theim plica-
tions of this tor theories of invention? To what features of the
nrocess mus=t o theory ol invention respond? Is the process the same
for all Kinds of discour=e and rhetonaal purposes? 08 of ten peak as
if there were only one composing process.) Or are there different
kinda of processes for which different thearies of invention are
appropriate and mappropriate? What is the distribution of processes
T Need thev ordothey in prac-

of invention in the tom posing process
tice come at the beginning of the process, as is assumed in classical
mvention and Rokman s prew riting method? = Or = the distribution
oo acts of invention occur cyclically incon-

more comples? ([
function with stylistic and organizational acts?) Invention is often

Characterizod as the production of the content of discourse, but if we

epudiote thie o cortenar dichotony, aconasy doowhat st that
processes of invention produce? What are the similarities and dis-
similaritics between composing o poem and composing nonfictional
“discotnse T (Careful comparisons of protocols would be necessary to
move us bevond vasy answers s Why do many assume that efective

A mer tor esatnples Bebian = conieent creg i that s devided the process Jof
Lige:

aoribiine it tha IR RN selrepes bne e Wl e reandy ot \*.nnk and tl'n'
Dbt i e alled Teeowne ever vibuns atrer TWeiing arnd "He -

. Do N H = LA 1 . ] . Cara
svrbiivg o o fiv e s Bl= oif vlare=nn o DRI pess s AE RN I ST TR BN R AR

trosn Hnone bt to sl
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arts of invertion cannot be developed For composing poetry while
theyv a
tion? ¢ | suspect that the explanation lies as much in the history of

ume that such arts can be developed tor composing nontic-

iterary theory as in empirical studies of the processes themselves

tions to be asked about the imiernal charac-

There are also que

e

teristics of theorivs of invention. For example, iz a closed et of

heuris tic probes or topics necessarily preferable to an open one, as
Winterowd 1197310 claim=" = there o dimit to the omplevity of
heuris tic proceduresif they are to be used eftectively? [t so, how aan
tFis be determined? (Miller, 1950, may ofter a starting paint.) Are
there conceptual universals? How would ome demonstrate it7 Does it
follow that such universals are the proper constituents of effective

arts of invention?

Hestor, al Resear

Historival research can beean insportant supplerment to the research
we have been discussing, One reason for thisis that studivs of carlier
theories can offer us contrasts to present theories, thus erabling us
to perceive more dearly what present theories are not and. hene,
what they are. Such comparative studics are alwavs valuable, but
they are especially valuable during periods of crisis when beliet
systems must be scrutinized with uncommoen care. Douglas Ehninger
90s] argues that studies of past theores can serve four ather

functions as welll First, historical studies introduce a healthy rela-

historical perspective tends to shift the cermter of debate sway from
the correctness of theories to questions about theirrelative of fective-

ness in arrving out various functions. Second, historical studies
increase vur understanding of how the sacial and eduational needs
of the day combine with conceptions of the composing process (o
determine the form and substance of rhetorics, Third, they inerease
our awareness of the difticalties and darger= involved in creating o
new paradigm. A new paradigm redmws the boundaries of the
discipline, adding to it and leaving out. The gains it brings come ata
cost. ’
Finally, historical studies help us understand better the kind of
disciplinary change we appear to be undergoing for it has happened
severdl times in the past. To cite only one instance, the theoretical
and pedagogical controversies surrounding Ciceronian rhetoric in
the Renaissanee led to paradigmatic changes that have had profound

“tmplica tioms for subsequent devefopment v imvention a=wellas the

other rhetorical arts (For accounts of tHe paridipsm, see joseph, 1902,

en
L" -
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and FHowell, 1961 tor aecounts of the changes and theirimplications,

seo Plowell 19¢ 1 and 1975 ppo Tl =Tel =0 Revalutions in paradigms

appear different to the h man thev do o the advocates af
1

commprting theories. When seen lhxnlls'h the historian's eves, revoil-

=tosran

ton= are more Bhele loappearas stages m the srovvth ot o t;l;L’ip!inG;
Such a perspedtive suggests the possibility of a0 metarhetoric in which
Al theones of thetoric, pastand preseat, participate, It thus provides
aninvaluable sopplement to niwtarhetorical research

Rhetori h w had o ek historye but relatively few historians; o
erear deal of historical research needs to be done o: Hone better. i
Lrvonss of ondy one histore de ated exsclu=ively to the art of invention,

v =hort menograph (Harrington, ]‘7151 tracing the development af
t}u- are From ancweinl Greece b the beyinnins of the nineteenth
century. It we are toanderstand what has beenn happening in
invention, we must understand what happened. Studies of the
intlnence oo invention of logic, P%\Jn\ln;,:. and the naturad sciences
siee the Kemaissance would be particularly ..,mmkm-,

Carnonly, our knowledge of what happened in o rhetoric and
thetonveal oo enbion Betore the niswteenth centurny is much fuller
than our knowledse of what hus happened since, although critical
Changes hase obviously accurred mthe disdpline during the last 200
year=. We have no history of the current Araditional paradign and
the events leadine to ite development and dominance, though some
valiabic work has been done feg. Rantoer, 1975, and Kitzhaber,
19321 We lack =tudies of the contributions of other disciplines (e.g.,
Atructural Hnecstics) to the chborazion of the curre nt-traditional
paradigm. We Lack histories of the profession itsel f—fur exemple,
explanations of the decline of rhetoric asa sivnificant disciplinein the
L=ve [Parker, 1907, and

training of English teacherstfor related =tudies
Applebec, 1971 Professional preparation and one's ability to con-

tribute to the prowth of the disciphine are related; inadequate
Aration ie no doubt one reason for the slow growthe and absence

prej
ol intelectual exatement which characterize current -traditional
thetorsy, And we fack Jdetailed sucounts nf pedagogical devices

associated with theorics of invention, such as the commonplice book
and the journal. OVhat i= the function of cac h i the art which
fo-tered 10T Why has the one faded out and the other become so
porpuibrr

Vore generalle we need swdies of earher rhetorical paradigms as
paradipms, as cedon Compused of related boliefs, values, and meth-
ods Honeare thecompone dit= of carlier theories of inve ntion rolated?
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Paradigres md Droplems 2 477
How are the theories refated to the paradigms in which they are
embedded? What were the social and educatiomal functions of the
paradigms? How were these related to their social context? 1What
was lost and gained as a paradigm evolved or was repliced by
another?

There is no algorithm, no sy
that can dictate the choice of
Informed choice will depend upon informed debate, and this requires
that we be clearabout our criteria for judgment, that we agzree on the
meaning of our terms. that we have evidence tosupport claims about
—the process is
ly, much research

stematic decision-making procedure,
one theory rather than another.

the adequacy of one or another of the theorie

familiar to us all. If we are tocarey it out responsib

needs to be done.

N
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4 Some Implications
of Cognitive-Developmental
Psychology for Research
in Composing

Loren 5. Barritt
University of Michigan

Barry M. Kroll
Towa State University

I the Tamy history of Western rhetoric, the eighteenth century
starrds a0 watershed between what one might call the “philosophi-
cal” and the pavchological "approaches o human communication. It
was the cighteenth-century British rhetoricians, influenced by the

ci=t philisophers, who stizoested that rhetoric shoadd bBe based
F I (H

ernprir

“on o psvehological analysis of the wind of the listener. Hence, as

Duaglas Ehninger (19631 has argued, eivhteenth-century rhetori-
dans, particularly George Campbell, approached rhetoric “through
an analvsis of the mind of the distener-reader, premising thejr
doctrine upon assumptions corce riny the wavs inwhich men come
to know what they know, believe what they believe, and feel what
they feel” (p. 133N

This shift to a psvchor Laal orientation was, on the whole,
salutary, However, o particular psychological orientation emerged
from eig hteenth-century assoctationism and came to dominate both
psychological ahd communication rescarch in tiventieth-century
America. The psvchology of behaviorism placed the focus of resesrch
on the response of organisms to enwvironmental stimuli. I the field of
commumnicalion, the bwin forees of behaviorism and fogical empiri-
cism directed research to such phenomena as audience response,
speaker reaction to feedback (efined in terms of physical response),

and other observable behavior (see O'Keefe, 1075),

Although this psychological orientation still pervades much of
communicition research, itsinfluence is waning. Qur corvern in this
ative tradition in pavchology and the implica-

w is with analtern
tion= that this view has for weseaich in composing. The cognitive-
deve lopmental position has strany roots in Europe, particularly in the

Bl

y -
QBJ&
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won koo thee Sy e pea hologest Jean Praget. Whle Praget's theoryv has
become cnormou=h otiental wpavchologys we Know of no sys-
tematic delineation of st imphcations for rescasdyinwritten compo-
sition Hene, our ;_tu.jls are o Hiest, we ] Jimeas the _f,yl'\t:ml
miphication = ob the counim codevelopmental position as g framework

cavcond, we will suppest four

3 i
in which tordo researcn oy composa
. .
shich e parncular relesance for research m written

spec b areas

oM el

General Implications

Fhe compound desiination et e e, although someswhat
mhward, descrbes avcurately the two tundamental bases of the
position. This psychology is cognitive in that it focuses on the way a
per=on knows the world, on “mind” rather than on behavior. The
extrene episternological positions of humankind a= inheritor of the
pecent il of bnowledee cradical rationalismo and as tabuly rasa
creaturee feslreme empiridsmtoare eschewed: i Phaget’s theory,
which Ties between these ex tremes, humans actively construet knowl-
edpe through interaction wath the worlds Hlumanes share with other
brological =v=tems the tem adaptive functions assimilation and
tccommodation: however, hunan adaptation is anique because acs
tivity re=olts g stroctured systeny ol understanding as knowledge
i Joand differentiste J=chemes. The

Cnredscnly vreenig

1= bunds upints
position is developmental o that it emphasizes the sequential stages
through which mature intelligence emerges, One o Plaget's most
fundamental insights wa= that children’s thinking s not simply
guantitatively different from adult thunking (children know less), but
that it is qualitatively difterent cehildren reason in alternatisve modes).

The cognitive-developmental position is a theoretical paradigmin
which to approach rescardas the position influences the kinds of
questions one asks and puides the sort of projects one finds interest-
e L he cogmtive developnientali=t believes that one of the nost
fruittul wave to understand any mature mental activity is to study
the ontogenesi= of that process in the child. Onty when we have
charted the penesis and development of an intellectuabactivity do we
approach complete anderstanding of the “bebavier™ of mature hu-
man beimes And the copnitive-developmentalist posits underlving
srvable adctions. Thus, in research

cognitive structures to exphin ol
on composing, the cognitive=developmental approach shifts the em-
pha-ie from the o0 o composing (the product) to the hee of
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composing (the processy The theory feads one toask bhow a compos-
ing shill develops and how o person is able to aceomplish certain
cognitive tashs.

Cognitive-developmental psvehology of fers composition research-
ers a theoretical basiz, a research direction, and o methodology. We
have mentioned, briefly, the theoretical foumdation in Piaget’s ge-
netic epistemology. The theory suggests a research progrom, which
we will discuss next, aimed at charting the developing structures

underlying compuosing ability, with an emphasis on understanding
the active mind of the child We will conclude this chapter with
further methodological considerations.

We believe that the cognitive-developmental position provides a

“broad and promising basis for rescarch i conposing. Although we

borate on all the potential implications, we have selected

cannot ¢
four specibic issues in cognitive-developmental psychology which
arch in composing: speaking-

seemn particularly applicable to rese
writing ditterenies, the concept of error, egocentrism and audience

awareness, and social emoetional developnient. Since e cannet os-
haust even these few topics, in owr discu=sion we dim to introduce

cach is<ue and raise ‘mportant problesss for remeanch

speahney Wetnig Dillerone

Although the relationship between =poken and wrrtten discourse
may appear chicus, attempts feospedity the p st nature of the

relaticnship =oon reveal o surprisingly complicated subject. On the

one hand, speaking and writing are essentially alike: both are
governed by the rules of sennantics and syntax and both are depen-
dent upon thought for something to say. In short, both are languace
used for communication. On the other hand, there are obvious
differences between the modes in rate of development—sp &
language develops both carlierand faster - anddependence on formal
ir iwtion - humans are Bioloically adapted for speech ina way
thi'y are not for writing: specch develope navaeally, while writing

must be learned throweh carerul instruction.

There are atieast twoadditwonal differences between speaking and
writing. The tirst difference involves the immediacy of an audience,
A speaker can observe the reaction of listeners and can profit from
this “teedback”™ however, a writer must fiv to imagine tand remain
aware of) the hypwthvtlml responscs of 4 group of unseen readers,
The second difference involves the facility of production in the two
modes. The speaker can tocus full attention on kis or her meaning

62 -
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Bewatine wpneak e e mech more tuent, a«:nunmtn made o expres-

Tition trom odea o word = s lantaneots, the

Sl Soee tia

phvanal producton of PRe iessige 1= ‘~L1l|=l\21\\i'_\' coneernt tor the

L ever production s problem for the writer beoause

deim terd nes raire chead b espfessnons Thes e spe fal problem
for the voung wizer, s oot drteid ol tothe phveicat process
of putting wonkds on bne page. I foctsime attenton on produdtion,
RTTIR R ST SR IR LS I FES therr mearmss Woth development, writers

cain atiteinatn contrel over production amd can irereasingly shift

therr focus to meanine. Nesertheles=, the phosical process obwriting

dowes down prroeducton: ideas run Ahead of woord= tor even the most

tluent swrter 5
here abes —cem oo beomore subtie aad comples pavihologiaal
Jittere es behneen spuhen anad verdter discourse rmedes Ihe Rus-

t Loy Vagot=hy 1031 e was one of the first Lo

LA Pav !\UIV:J.'
theotse that speaking and wnting e esscizhe v different psyviho-

lostical processe= In briet, Vvmot=hy believed that the differences in

Jevelopmental tecel m apuLvn and written Lenpuage could beac-
counited tor only throngh po=itig different cogitn e patinvavs from
thovehit o eapression e the two muedes Vveotsky used the term

. P \ ~ .
St l*«h'l\\tc Piies v op Ittt it tiine ;nuldr»« expiesnion.

Ceode ot e o pxuin ates. Translating

Inner =peedh
From conden=ed mner specdy toesternalspe cihi=a relitivebv simple
conttive ope e ons the ransiat e ot s more ditficult, however,
chedt the erd e natn s dconree this camene reater copnitive
atrees el requee s consaderable ment et fort Vvigols=hy's impor-
tant hvpothess = thatwnting beear=a dittorent relationship to inner
speech Vthouels presinand witly impheations for = spraking-writing

i Aspect of \A\xl‘lit‘ikyi‘;‘

theory, thoueh of ten mentioned, has never een evtensive dy studied.

Jitterenoes ot e p«\tln\h»;lm: by ol 1hi=

Boave poasted to differences spohent and

Oither re-earche
Dinecnce o eaarmples Newman arnd Horowwits (19051 can-

woritles

e, guhite toncctoiie, that

' ' ' . . N
T B . A : . ‘

e e e Winting and

Shaate e fhe e tabion G comiie i RIS Y R TS

Cber weee they are turd v tallv and eemenially ditterent =

el o serhal nrmulation arnd e s, s iddn atost= ot

ebtereart e hologeal e pra s o e peraon, and s chanpel= ot
-

ERETUR S ERT CORE A R A

And b Doy Honon= 19730000 rare Sfudy wvhich =eparates vl and

v ten mendee, permnarkos that
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all Previous soc, cliss and deve ]mpr’m ntal comparisons of verbal
1 wn akulh h JVL “"atn: Unl\. t'u oral Lh annel uf LI
munudtlun but, ﬁ;u:rt}wlva:, have nmdt' coin lus=lons concerning
verbal communication skills in 2eneral. A number ot studies,
however, have indicated that there are important differences
between the oral and written channels of communiaition. tp. 700

The issue of speaking-writing Jdifferences s important and re-
quires further explication. From a researcher's perspective, the
differences are important because, without understanding the rela-
tionship between the development of cognitive processes in the two
modes, it is difficult to knaw how to interpret the substantial corpus
of rescarch literature on the development of children's oral com-
munication skills. We believe that there must be some structural
éimilaritics’ betwerﬁ the cagniti\'e wper 'inni'w Ll'l'idt'l'l\‘ing tht‘ bwo

L’I]]PIUY paradigns from nml communication r;r:.c.,ln,h; ;'\U\erthsh‘—:-z,
it would not be surprising to find rather substantial ditferences
between the cognitive shills emploved in the two modes.

The Concept o Lrror

“Intellectual growth and language development are monumenss to the

efficacy of error. In the development of lainguage and thought, we see
a chain of “mistakes” that begins in infancy with errors about the
nature of the physical world and continues through adulthood in
errors about the abstract and hypothetical. The cognitive-develop-
mental position values error, viewing it as a “window” into the

mental processes involved in hinguage use.

Piaget's own early interest in mental development was spurred on
by his work in Alfred Binet's laboratoey. Although his work invalved
standardizing test data, Diaget became tascinated by children’s wrong
answers, and he began to explore the srocesses by which children
arrived at their responses. This focus on the underlying hoo (the
mental operations) as opposed to a focus on the surface what (the
answer ttself) is o paradigm of the cognitive-developmental position,
The fact that a writer makes an error is less significant than how he
or she came to make that error. ‘

Such a shift in focus has numercus implications for research and
has already influenced other, related fields. In the field of second
language teaching (E51), we can trace a movement from concern
with surface error to interest in the undvrlvir’\g cogritive syitem that
produced the error (Kroll & Schafer, in press). The movement known
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dvare haas made mmpres=ive contributions to the adva

a= Frror
S order,

ment of psvcholinguistie researdhn PSE imee Rachards=, 197
1275 In the ficld of readimg instroction, the “misoue analvs=is” of

Kenneth S0 Coodman takes o cermtnve-developmental approach,

wentitving the anderlving =ources ot =iviitivant error rather than

merely counting cvery deviations trom the test in oral reading
pertormance tGoodman, 19737
Similarly, m composition researdiierrors atter more than the bases

on which torate paper The comitnve-developmentalist views the

learner not as a passive shve to habits but a= an active agent
Constructimg a coherent view ot the world, Errors are clues to the
~vstem of organized rules and intellipent =tratepes that o ~tudent
draws on to pertorma campu=ing ta=b. S oconeimpoertant research
poal is o study the emergence of these stratesios, error would seem
to offer an important research tool

AR ST IR IR PR

[

Lot of Paoetian pavchology to

) —_— "
Ul of e o= coInpeiig
centrisme—a cognitive

Communication has been the link betworn «

W persen tale fo peroeive others i’*t'rspm'ti\'():r—.md

21

PR L Y
T

Lk ot aodience awarenes= There = avery Snerve literature in

cognitive develop-
ment, partieehlirle ats etfect on the develdpment of communicat
& Hisgeins, 1975; Shantz, 19751, To

povihiology on the role of ceocentrismn children?
ive

competenve (Glucksbers, horatiss,
condense vasthy this ra-unating Dlerature, se il briefly review
[aget's imtal research and ats reformulation in the waork of John
Flavell. :

Piaget’s carly work t192e 1935100 epocentri=m and communica-
tion has generated as much heat as hight. Potential contusion can be
qitrism

reduced by separating two aspects of Diaget's study of egoc
and chikdren= hneaae Foston observnyg Childser: speaking to-
pether o b ) pereent of

thor Lineiaee was seh oriented, directed to no one. This phenome-

seeplav setthsg oget teund that abeat

non Poget called egocentri speedde” Later resear b penerally failud
v of <elt-oriented talk. Moreover, Vygotsky
Taget’s concept tor lacking funcvtional signifi-

Cnd b came b

[

LR
e

P1ax e attacked i
cane Piaget Tater conceded that this early hyvpothesis had been in
error, that what hd, called, comewhat infelicitousty, “egocentric
speech™ was notan l%ﬁ:if"x of Children's epocentrism, Piaget (1902)
apreed wath Vygotshy that the phenomenon was external speedhing
Han=ittoral state,s on st wav to beconmmy inner speceh. Second, in
weveral cxpermments oncnldrens communication abilities, Piaget
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found that betore age ~even, children were very poor at communicat-
ing information. Alinough a child knew the subject he or she was to
explain, the speaker could not adapt the message for the needs of
another child. The major problem was that the speaker could not take
the other child’s point of view. Thi=, Plaget felt, vas caused by
egocentrism. Piaget has not changed his view of the pervasive
influenice of egocentrism on communication; indeed, his view has

received substantial empirical support. ]
Praget’s theory of egocentrism and
rica; the theory had, as

Incredible as it mav 7

ignored in Ame

communication was largely
Roger Brown (193) expressed it, “nointeresting follow-up for forty
vears” (p. 312). In 1908, John Flavell and his associates published a
book of studies expanding the Piagetian view. Flavell used the
concept role Libby 1o denote a nonegocentric perspective: by taking
t}"" fﬂ]ﬁ' l)f thp t'thl'r ;i F’l‘r%(\n LUU] i J;hl“\t' dAWaTenvss i‘t ﬂlldl(‘nLE
requirements and hence adapt a mes-age to the needs of listeners or
d that role taking tor, to -

readers. From his re=earch, Flavell concla

SUst a4 SYNONYmous term, infocne n dhing ) involves four component

existence, neaed, inf tltlhl, and ip'ihullnm {the irlull—

Prigasvs]
nelogy used here follows Flavell, 197000 A person must first be aware
of the existerve of various pnims of view and be avare that others
can have o different perspective than his or her own. Next, the
person must n‘guu.uv that a particular situation calls for role taking.
Once the wead for role taking is estalsa=hed, the person must ac tlm”}'
make the inference about another’s copnitive activitv and then
maintan that infercoce over a period of ume. Finally, o person must

apply the inference ina particular communication situation. Flavell's
work shows that children gradually develop these tour role-taking
shills, and his theoretical model suggest<” that a message poorly
adapted for a listener {or reader) can rﬁault from a failure at any

stage in the role-taking process.

Egocentrism seems related tothe classic issue of audience aware-
ness, o traditional topic tor research on composing. (See Britton,
Burgess, Martin, MoLead, & Rosen, 1975, for an informative discus-
sion of the child’s developing “sense of audience.” A quite compre-
hensive literature esists on egocentrism ard oral communication.

But how does epocentrism affect written communication? There is
some preliminary research evidence that epocentrism has different
effects on spoken and written discourse (K roll, 19771 Yet there are
ut the rate of dedine of ego-

rumerous unanswered gquestions o
centrism in written discour=e, about the effects of difficulty level of
rasks, and aboeut the effect of egoventrism across various tvpes of

discotirse teg, eapressive, persuasive, mformativel

L e

¥
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Thus far, we have commented on the narrowly cosnitive implications

arch in composing. While as cognitive-developmentalists our

principal rescarchanterests are in the cognitive domain, we recognize
that people are more than minds and that writing can play a
potentially important role m cocial-emotional, as well as cognitive,
development. ’

Uik Erikson 19630 has outlined ¢ theory specitically dir

cocial-emotional development. He beaeves that emotional health and

cted to

cocial adjustment result when there o= positive re=olution to 77
ordered developmental series of crises that lite presents inour
' 2 is trust

vorats mistrust; for the child of three or four, autonomy versus
shame; for the preschool L'h‘ilLl, initiative versus wuilt. During the
whool vears, children must learn to resolve the conflict between a
cen=e of industry and inferiority: at adolescence, there is the crisis of
Wentity versus identity ditfusion. Children whao achieve healthy
Y cventually are able to develop identities, and

Fescnations at cach stag.
by adolescence thes know who they are.

Does witing provide aaseful outlet for an examination of life’s
developmental crisesT Canoat be Jdemonstrated that creative expres-
cion leads to urderstanding in the same wayv active manipulation does
expressive abilities to identity

i infanae Can adolescents use their ey
the often nebulously perceived anvicties that bedevil them? These
are questions which are amenable to rescarch (see, as one example,
territl, 197 ’

T

Conclosion

For researchers working in the area of composing ability, the
Lg\\};’ni(i";cﬁrd‘;\’plnpmvnt;ll position “’,f.”;i a3 copnitive theory from
whith to penerate hypotheses, a develepmental research orientation,
wem which merit investigation. Tt is

and a4 series ol spesific b
pneortant to note iar the copnitive-developmental position alse
entails a research methodology that differs in severad respects from
the provailing methods of much or tuventieth-century social science.
(here has been an unfortunate tendency to ascribe prestige to
disciplines by their ability to approximate the presumed predision of
phvsice This has led many social saentists to becueme operationalists
and to treat all concept= as though thev were behavioral breause to
do research ke phvsicist, you obviou.iy have to count er measure

,‘
J

w!
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E‘I‘!Eﬁtﬂl tt’;thllL]LlL{& can [ch to the study of the muﬂsuxnb.u .r!\mn
often to the unfortunate neglect of the significant. Rather than look
for problemsithat can be operationalized ard studied experimentally,
rescarchers should choase those problems that seem most cogentand
then allow the problems to provide the direction for their solution.
Sometimes a problem will require large-scale experimentation and
5l)phlatmntml statistical analysis; but often, we believe, problems in
“the field of composition will suggest the smail-scale, “fin grained”’
analysis typified by the work of such psychologists as Marion Blank
(Blank & Solumon, 19e8) and, of course, Piaget (1929/1960),
-Research in composing, because it must study complicated human
functions, is going to be less “scientific” than physics; but the

salternative--reduction of complesity by forcing concepts into be-

havioral statements—will lead to an understanding not of the orig-
inal mm‘cpts, but only of the behavioral ones—and they are often not
the same (see Deese, 1969; Wann, 1904). At present, thr; best course
for rescarch in composing is probably eclectic: choosing from a
diversity of methods and combining various research paradigms.
Because. composition research is young, there is need for meta-
research theory: for the propusal and exploration of new models and
procedures for the composition field. Qur L(l,,_'nltl\’L“*dL‘VL‘lUpﬂlt‘ntdl
anL‘grmnd supgests that two very promising approaches (to coin
properly elevated terms) will be “psychocomposition” and “develop-

mental rhetoric.”

\[_J
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5 land, Eye, Brain: Some “Basics”
in the Writing Process

Janet Emig
Rutgers, The State University of New Jersey

Much of the current talk Jlml}/t the basics of writing is not only
confused but, even more ironid, frivolous, Capitalization, spelling,
punctuation—these are touted as the basics in writing when they
represent, of course, merely the conventions, the amenities for

gdeconding the vutwome of the process, The provess s what is basic in

writing, the process ard the organic structures that interact to
produce it. What are these structures? Andwhat are their contribu-
tions? Although we don't vet know, the hand, the eve, and the brain
itself surely seem logical candidates as requisite structures (Emig,
1975, pp. 11=13). The purpose of this chapter is to speculate about
the role or roles cach may play in the writing process and to suggest
hypotheses, with appropriate methodologies, to assess their contri-
butions, as well as to determine the likely forms orchestration and
interplay may tike,

Appropriately for early inquiries, experimental research into the
writing process has thus far consisted of quite simple and direct
mades of data collecting involving the observation-—naturalistic and
contrived—of usually immature but normally Functioning writers,
Cantinuine, this line of inquiry will probably prove fruitful if the
ringe of the sample w enduryged to indude vounger and older subjects
and, more importantly, if researchers attempt to conceptualize their
findings in original way- As T have noted elsewhere (19751, what
i as The

.

seems. called for now are not duplications of such studie
Composing Processes of Tieeltth Graders tEmig, 1971), byt replications
which by definition require establishing fresh ategor syptems. In
their dissertations, Frances Weaver 01973) and Donald Crayes (197 3)

have enlarged our understanding with such characterizatipns of the
' . . i
provess and of writers. !

At the same time, new vantages are needel espociafly if our
ambition is to attempt sketdung and then constructing a timudd or
N L
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models ot the wirting provess, Latablishing the essentialcomponents
and structures of (he proces= s, of course, reguisite tosue han eftorl.

Pl to ascertain what these essentials mipsht be represents a
Fascinating and intricate problem in resear h. The meper recom-
mendation hore i= that v study, through thre available teratureand
through direct obeervahom, persons with specitic and seneralized
Jicabilities, such oo the blind, the deat, and the brainsdamaged.
Although there hove been many crhicisme o the legsitinvacy of
tapping these sources oF data ts one instanee, =ee Donald Marrav's
chapter =i this bookt, attempting o oanter the whale from the
fr.lgn'wnufd\_ the normal From the aberrant, the functionrsal Trom the
dysfundtionat s a dhassic researdh approach, Witness the research
o that othde intra e languaging process,” reading, particilarly
during the first thind of this century Gee Robineun, 193er Some may
immediately prote=t that such an approa hois too cingeal o anli-
humanistic, But these studivs can and Jwuld Be informed w b the
e humanism that has already distiog asied the best inguires i
our bield, such as those by Graves 19730 amd Louise Rosenblate
[T 7

For chivity of presentation, Daidltocus m turn upon the hand, the
eve, and the bram . reatrgs cach ol these discretely mgy be rhetori-
cally satistaciory, bt of 5= ab course, literally misleading Researdy
mte cerceplion b= ade it quate lear that, in part, wesee and hear,
Gt e move ot hsds, with ouebram Toseterto the land alone as
grovng, o the eve alome as ~eety, then, nas only metaphorical or

Cryapesoconal e fulnes-

[he Hand

I his mtroduction to o <gt WV NMaleolm Cowley recounts a
aeatement Hemimzway made afteran automobile accident when he
feared he hiid toat the use ol b g ht armed Jemingivady commen tod
aimply that he thousht he would probably have o give up wriling.
For how nainy other-olb weos the action ol the hand. the literal actof
se chedk sources

e
¥

Al

writing, the motor wmpenent, cqually crucials If
of data trom introsped ion to intervicws with professional writers,
wie tind there are many amuong u=who, like Flemingway, must write
at least birst diate= by hand Tamome of this group, as are the two
cditors of this beok Others like Henry James, Paul Gallico, and
Donald Murray can dhctate even novels, that mode “of perhaps
v chapter in this

preates=t ulracy, to 1 secretary See NMure
volume r We cannot cormpose nshally with any case or shilt at 4

-~ I

‘k" 1
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typewriter or into 4 tapet recorder. Why? The speculations that
itions with “like-

foliow come from introspection and from convers

handed” Friends.
There seem to be at Jeast Four possible reasons for the crudiality of
literal sriting in the composing process. First, the literal act of

writing is ac tivating, mobilising. [*physically thrusts thewriterFrom
a state of inaction into engagement with the process and with the
task. We have actually, physically bepun to do something. In o
very inte, wting paper, Linda Bannister of the University of South-
ern Calitornia suggests that the state of inaction is mwore properly
thought of as resistance—"anti-writing™ she calls jt.!

Second, the literal act of writing may be for some of us an
acsthetically necessary part of the process. We may be able to make

)

persomalstatements initially or steadily only in our own personalized
seript, with all of ity individualities, even idiosynerasios, To employ
the impersonal and uniform font of the tvpewriter may for some of
us belic the personal nature of our first Formulations. Qur own
language must first appear in our own seript. In a ny case, the
aesthoetic pleasare of their own script has been important to well-
known writers. Arnold Bennett, for ecample, taught hinwell a spedal
script of greatl beauly inwhich to write his works of fiction (Drablle,
1974). And to examine authors” manoscripts is to be struck by the
lucidity of many scripts, from Gerard Manlev Hopkins's and Thomas
Hardy's to John Bereyman’s ar. v oy Swenson's. In writing, our
sense of physically creating anartifact is less than inany other mode
except perhaps composing music; thus, the literal act of writing may
provide some sense of carving or sculpting our statements, as in
woad or stone.

Third, and correlated with the first, the fiteral act ot writing, with
its linear organization in most Western systems, may reinforee in
some way thework of the left hemisphere of the brain, also linearin
nature. The matter could just as well be Tormulated, however, inan
fverse way, since we don’t know which is the antecedent and which
the consequent variable: because of the inmate predisposition of the
left hemisphere to proceed linearly, mostaritten language is inevi-
tably linear in foem as visible analogue of the brain®s workings.

A fourth reasioa is that writing by hand keeps the process slowed
down. Jrvan imterview ey Guald Nees, 19770, Paul Theroux put
one value on this slower pace: it allows for surprise, tinwe for the

unexpected to intrude and even take over,

[N N b L A T | :|Pll“l|‘-hn‘ fingis i'l'lf.
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ol Junet Evni
s tatal o set ahiad of voursell Tyvpims, vou can ke a wreng
trnings But b you dogt shnady, swriting o foulscap page or bwo g
day, i a year you are atldooes That may sonnd ke along time,
st it= not. 1ts like warvinge o statue. You can't rush ot (p il

Wit by hand of course has disaddvantages as well. Observing a
slow pace, one can lose a- well s lind material sinee such o pace
obvioushy puts.a greater steain on the memory, Fow thechild learning,
perhaps at almoest the =saime time, both to handwrite and to compase,
the act of Hiterally torming the words may weli be,or become, the
dominant and absorbing activity (those of us weo have observed
seven and eipht vear olds writing can attest to the accuracy of this
statccment). Such simultaneity of learnings nay ause the later
(itelong™) contusion many ot as have wbevrved in older writers, the
rove rsal of what Michael Polinvi (1oe? alls “Trom-to attending,”
The writer attends torr the message te the praphic formalation,

pather than the other way around.
e all these apeculations there are obvioush reses rh questions

sbout the role or roles of the hand in the writing process. Here are 2

TRRLY
I heroretn, o _
Far what kind of writer engaging in what mode or mudes o
wrttinfly is weriting mitally or steadily by hand a cradal com-
popent i the writing pro et For what kind of writer does
itial or Later dictation or u=e of the tvpewriter serve?
Applied

Fl

Shoutd dukdren be presented with cantposing and Bandwriting
At the =ame lime, aee, of grade leyvef?
Dlow nrn teachers ond administrators be made sophistica teud
cooush not o dse writing as 4 term that can mean equaily
penmanship and campaosing? .

The Lye

Undoubtedl one of the most dramatic statements about the con-
trality of the eye to theact of writipg comes from Jean-Iadl Sartre. [n
Pin the Mec Yk (v of Pooks (Contat, 1975),

an interview reportey
Sartre announced he svas giving up writing Jdue to loss af vision in his
lefl e throusgh hemorrbages beciuse this. coupled with almost
tota | vieion loss in his right eve dating from early childhood,

armeunted toe bunctional blindswess
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Fean still see forms vagruely, 1 ean see lights, colors, but [do not

see objects ur faces distinctly, and, as o consequence, Tean neither

read nor write. More exactly, [eanwrite, that is to sav, Form the
words with my hand, and ['can do this moreor less com fortably

now, but Feannet see what [ write, And reading isabsolistely ot

of the question, Tean see the lines, the spaces bebwden the words,

but I can no lonser distinguish the words themselves, Without

the ability to read or write, | no longer have even the slightest (
pussibility of beinyg actively enpgaped as awriter: my occupation as

a writer is completely destroyed. (p. 100

How does the eye participate in the process of written composing?
[f the process can be characterized roughly as having three stages—
prewriting, writing, and revising—the eve scems to makeatleast one
major contribution during ecach stage: ' :

1. Prewriting: the eye is probably the major sense modality tor
presenting experience to the brain.

s

Writing: the eye coordinates with hand and brain for mast of
us, as Satre notes, during the litersl, physical act of writing,
3. Revision: the eye is the major instrument by which we rescan
and review v hat we hsve written,

Prezoriting, In-a fascinating and unique study, Géza Reévész (1950)
examined four well-krown cases of sculptors who, tradition claimed,
achieved great success in their art although thev were all purportedly
born blind. Through studying accounts of their lives, however, -
Révéss became convineed that none of the four was congenitally
blind. Speaking of the sculptor Kleinhans, for example, Révész
demonstrates, persuasively to me, that “the really remarkable works
attributed to him cannot be the creations of one who has been blind
from his early vouth” (p, 150). The experiment Révédsz conducted
was to juxtapose Kleinhan's work against the sculpting efforts of

. blindfolded conternporary sculptors and of congenitally blind sub-

jects. Congenitally  “nd subjects never make, it scems, symbolic
transformations ot the clav into personally or universally meaningful
svmbaols: the cly stays a description—more accurately, a transcrip-
ttom—only. One thinks here of one of Susanme Langer’s (1967)
comments on symbolic transformation: )
A hving process - entuls the propection of “lving form™ in g
symbohc transtormation The basic transtoration inatt is from
Eole activity to perceptible qualite. - ope 823

Révéss (19500 himself makes the following comment:

Froni what sources could a bhind person, whohas neverseenthe
world with all ity wealth of forms and colour, Jderive those
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Cmanitold eapaermioes Hecan never creade new formsotespres-
aion, tar that prosupposesa el and varable phenomenal wirrld,
g hrvhran DD T e el R e it Ty Altabe=nned
I is only the symbelic and aeaive conceprion obyiven redility
moour cases the visual world  which enables the artist o
tran=lite the spintual content inte the supra-natural nons
materal spherc ot art 0 he man born blind apprehends nature m
only one mamilestetion the stronge-t tie Bindd him o the
material sphere: o one born blind s able tabecomeaware ot the
diveraty af nature and o apprebend all the nich and variotis
appearances ob obgeci=n fp PO

Révess makes the compelling point that without =ight e do nod
possess the muodalitv: that pv'rmilh most ol s lo beconee, i Ernst
Cassirer's telling phrase, wrmal wbolian, <he anvmal who compre-
hends and makes el representations ol the uniserse. The
symbol-making propensity humans possess v have to be visually

activated, Only il we can make such representats ns of our experi-

cnces do we passess what s probably the single mustbasic resource
for ensaging nowriting o, indecd, i oany torm of composing:
cornbrininge and transforming powoed elements into coherent and
cometime frosh whales, aesthetically pleasing 10 ourselves and to
athers. Certom question=, of course, immediately arise. Can't other
cense modalities provide womparable data that will pernit svmbolic
Jealings with actualite T Don’t the blind have langzuage? Doesn't-the
possession of language itself make Al of us, blind or sighted, wiimal

o=

—xhl”!i:']h; B
What kind of eviderie based apon what kind ol research wold
help = answer these questions? Betore beginning some speculation, -
apote: | have just begcn looking into the mat ter, but thus tar | have
not Found o simgede e ot a notesd writer inany senrewhawas, or s,
congenitally blind. Neither lyricist-composer Stevie Wonder nor
dramatist Harold Krensentz, for example. was born blind. And we all
know that James Thurberand John Milton Jdid not become blind until
mid-life. Helen Keller, pert oa the best-known case of all, Jid not be-
come blind until dighteen months ol age Ina recent irterrnational
writing contest far the blind, sponsored by the [ewish Braille Insti-
tute, not orte vriter adjedged 1 winner was born blind. Commenting
on this fact, the Indian novelist Santha Rama Rau, vne of the judges,
arnd i g television interview that sceing for at least a very short
petiod of time seemed requisite towriing secess=fulle. The writing:
of the congenitally blind had o perceptaally barren quality that was
very striking, whidh tend= to confirm the observations of Réveész

about nonsighted soulptors e also Fraibery, 19770

Interesting que=ton s, then, abouat prewriting and the blind would

=y b
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seemn to melude the following, e weing the sensory mode in which
most prewriting is conducted? Do we fiterally examine o sub-
ject or experience visuallv? If so, what constitutes prewriting for
the blind or partially sighted? What obviously is needed is direct
abservation of such subjects engaged in the writing process, from
perception of stimulus through” contemplation” of product, as well
as detailed interviews with shilled and unshilled writers, both those
congenitally blind and those who became blind in later life. Inter-
views with writers already cted, such as Wonder and Krementy,
would be of great interest.

Writinw. During the actual writing process, the eve courdinates
“with hand and brain to produce the evolving piece of writing. Tt is
thruug,h the eye that most of us gain the sense of producing anicon,
the product of writing. Bruner (1909), like Piaget, pnml‘a ol rh.n we
learn through three basic modes: (1) the motoric orenactive =“on the
musde’s (2) the iconic—"by the image”; and (31 the representational
or symbolic-—specifically, “restatement in words.” If we are sighted,
we make use of all three modes at once since the writing hand
(motoric) produces the piece ticonio) that is a verbal 5}nﬂmln!ntmn

(representational).
Rescarch involving blind swriters might help provide insight into

the eve's role in the writing stage:

Theoretical i

Can an icon like a piece of writing be pvrn'ivcd only
visually, orcan another sense provide theiconic dimension?
Does the physical effort of pressing 2 metal stylus through
paper to produce Braille provide a greater sense of making
an icon? By one interpretation, the page of Braille, with its
configuration of raised dots, qualifies as a more obvious
and more sénsual artifact than a smooth page with its
unraised, and consequently more abstract, product. Tothe
blind, docs Braille thfu as o graphic manifestation of

verbal symbolization?

Applied

In the initial teaching of writing, should there be greater
stress upon writing as the making of anicon with far more
sensual manifestations fe.g., collage or self-made book)?
M.C. Richards, the author of Cenfaing, streskes the cen-
trality of the making of an artifact.

Revteion, Asnoted above, the eve is the major instrument by which

wee rescan and review what we have written. For Sartre (Contat,

[

[



o6 ) fowet Frvde

19753, the most arucal need [or the eye comes here in the process of

revisiopi,

Tean nolonger corredt mywork even onae, bediuse L onnot read
what | have written. Thus, what Tainte or what [=ay necessanly
remain=in the first version. Someone cn read back tome what |
have wotten orsad.and o worst cone- loworst Foan change a
tew detals, but thut would have nothmg todo with the work of
rewriting which Dwould dao mp’w“. fpr. T

When the interviewer ashed Sartre the obvious question about using
a tape recorder, Sertre made an important distinction between visual
and aural rescanning: :
[ think there = an enormeus ditference between speaking and
writing e reread= what one rewrites. But opecan read slowly
words, von do net knows howe long vou will
ating over g sentenc e, s pussible that whad

ar quicklve in other
have o Like delibrer
s frt right in the septence will not be dear to vou at the First
reading: perhaps there s something isherently wrong with it,
pethaap= there s poor connection betweenit and the preceding
~erttence of the following sentence or the paragraph as o whale

or e chaprer, vt

AN this assures that you apzroach vour test somewhat as if it
were o magical pizte, that vouchange words here and there ope
by one. and o back over these cimges and then modity
—ormethon: tarther along .. 1T hi=ten to g tape recorder, the
listening =pead ic Jetermmeaed by the cpeed at Which the tape
turn= aznd net by v oeon need= Therefore Twill always be either

Lyraim behind or runming abead of the machine. tpo 10}
: The eve, in‘other words, permits individual rhythms of review to be
P established and followved. Soch individoslism in pace, in contrast to

the ineorable speed of the recorder, mae be an essential feature for

= the making of sul tintive revisions and recastings (o distinction |
have made amone three levels of reforomaalating seems imporiant in
this context.

o determine the role of sight o the composing process, re-
searchers may need to examine the work of the partially sighted or
the medicelly blind writer, Perhaps sudh a person or group of persans
can help us sort out the roles the eve trulyv plivs in writing. To illus-
trate this point, [ will continue to speculate a moment about how we
revise. By the time most of us are adults, we have internalized the

procvess of revisjon, which can bee deseribed as the outcome of a
didligiues between ourselves o= writer and ourselves as audiencé, an
exchinge in which our neceds as readers become paramount. The
blind, ory the other hand, often must keep the process of revising

' P Bl |
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externalized; they st unless they are exceptionally skilled users of
tape recorders, continue dn outer dinlogue with an actual oter as
audience. This externalized dialogue may bea vich souree ot informa-
ticsn aboul the commerce in the rest of u= between ourseices as
writers and as initinl cudiences. (This = not (o suggest there aren't
other avenues to comparable information, such as ob=rrving and
taping the work of sighted writers of all ages as thes wark in peer
groups when the peers serve as immediate, actual audicnees; both
lames Moffett [1908]1 and Peter Elbow [1973 recommed - this
approadh. And many clazsrooms einploy it - the entire Cooperative
Writing Program at Middlesey Comnmuunity College in Edison, New
ersey, tor esample, procecds from this premise.)
e

The Brain

In dealing with the brain, the questicns tor research, like the organ
itaclt, re more comples, The carrent hvpothesis about the brain that
sevms most penerative for studies about the writing provess is that
the two hemispheres, the left and the right, have specialized, though

Cnobwholly unigue, tunctions, A usctul, it roush, delineation of these

tunctions appears in Robert Ornstein’s D Dl helovu of Corrsg loieaiess:
Pl h

The corebral cortes of the bram is divaded into tw s hemispheres,
jomed by g Livge bundle of interconnecting hibers calied the
“corpus callosum T The left side of the body is menly controlled
By the right side of the cortes, and the right side of the bady by
the left «ide ot the corres. When we speako ol G in ordinary
speedh, we are referring B that side of the body, and tothe i
hennsphere of the tram Both the <tructare and the fune bon o
these two “hitbbrrin="1n some part uniderhe the teo modes of
consciousie=- which =miltaneously coecst within eadh vie of
us. Althoueh cach hemisphere shares the potential for many
Functiens, and both sides participate e most aclivities, i the
norm=. per-on the two hernispheres tend toospecalize The et
hermspho re tconned ted tothe nght =ide of the body Vis predom:
mantlynvolved with coalvtie, Togaal ehinbing, esprecialiy in
verbal and mathematical furctons T mode o operation s
primarily hnear, This hemisphere seems vo process information

cegquuentialy, Thi= mode of operation of neves=ty must gnderlio
) i : }

fogttcal thoueht, since foge depend= on sequence and order.
Fangiapee aiud mgathenatos, bothilett-hemsphere activities, al=o
depend predonuantly on Tinear fime

It the lert hemisphers 1o speaalized boranmalvsi=o the right
hemisphere . weenis =pedialized tor holi=te mentation, Its lan-
B .ll‘!‘l!\‘ I= ftifte lirviit enl [ ]h,'mr—ap}‘!l'l‘l' 1= prilnm'll}'
rvﬂmfhll\lv For aoat ciprentatan i spae e, arfis o vindeaavaor, vrafts,

bnd}' NLLe, fecosinitie of e |t IO iaai = inbesrrat wiet Tare
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Dty than does the lett henisphere, and its vesponsibilities
demaand 4 ready mtepsation of many inputs ab onee E the fett
hemisphere can be termed predominantly analyticand serquential
in its aperation. then the right hemisphere is more holistic and
relational, and more =imultineous in s mode of operation.

Tipo 2o

Ornstein’s description needs to be refined and muodified inlight of
very recent rescarch, particularly studies by Roger Sperry and his
colleagties ai the Califernia Institute of Techpology on split-brained
subjects. These are people in whom the wrpus callosion has been
surgically severed to prevent epileptic attacks, for example, from
spreading to both hemispheres. Some carious, yet logical, findings
cmerge in these studies. Two examples: if o split-brained patient
picks up_an unseen object in his or her-left hand, the right hemi-
sphere can recognize its shape, although the patient cannot speak the
sbyects name. IF the patient is ashed to write the object’sname, i or
She o write it only with the hand controlled by the hemisphere that
has perceived the object. These finding< suggest at onee the speciali-
sation and interdependence of the two hemispheres,

I a ~tedy of two split-brained patieats, D Fran Zaidel, o research
fellony working with Sperey, found that the language ability of the
right hemisphere, described by Ornstein and othersas quite limited,
may be less limited than once thought (Rensberger, 1975). Indeed,
using an optical device he invented, Zaidel found through a series of
language tests thet the two subjects’ right hemispheres had the
vocabulary development of o fourteen vear old and the syntactic
ability of o five year old, And we know from the work of Brown,
MMeNeill, and Slobin, for evample, that the five vear old’s syntactic
ability is considerable. ’ .

tn addition, the brain-damaged and, as it were, the brain aberrant
are a fascinating and important source of information about the roles
of the two hemispheres in intra- and intercommunication, In The
whttered Mind, his review of the Iiterature on the aphasic, Howard
“irrespective oi the site of the
iner ascribes

Cardner points out that all aphasics,
ey, suffer mpairment of their ability towrite, G
thi= impairment to the number of competendes—he names “percep-

tual, motor, linguistic, cognitive” = that the process of writing entails
(p 2940 1t s with the wphasic, then, that an organic map of the
writing process can begin to be shetched very lightly and very

tentatively, For esample, there are aphasics who can write but not
poad what they have written. With a condition even mare dramatic
ad traumatic than Sartee’s, can they continue in the act of writing
There are other aphasics

without the ability to rescan and review?
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whn }.wc only long-term op short-term memory, Does fwriting
require the activation of both? Con an amnesiac write? As part of
such an inquiry; Dixie Goswami of Middlesex Community College, a
doctoral candidate at Rutgers, is currently collecting data for a
dissertation concerning the composing behaviors of a small sample of
aphasics with lesions in the same hemisphere.

Writing scems to require the establishmens e g ure-pround
relations - of what shali be stressed, perl o <ot the deploy-
ment of superordinstes, o o ~sbat shall e e, through the
literal deploynent of s:ipordinate ph=g .

organic, chemical, or ps \Lhuinf:uﬂ imanteents (do not want to
commit myself to a singiwe hygoth si,s) often cannot distinguish
between elements that are meorporating and those that are illestra-
tive. By one hypothesis (Aricti, 197.1), the schizophrenic, for exam-
ple, consistently treats genus as .species. What kind of psychic
wholeness is demanded for writing successfully? )

The possible implicaticns for research into the writing process of

§ £z

5 \"hmses Persons with

' this and coraparable work with the brain are immense. One is the
logical assumption that there moy be bivlogical bases for composing

behaviors. Betore speculating about what these might be and how we
¢an learn about them, it is important to cite o caution, well- °

Ceorge Steiner (1975):
Over the next years there pwe be a spectacular progress of
“insight into the biochemistry of the ventral nervous system.
Though it i conceptually and practically extremely d 1lt to
isolate a single type of stimulus from the fact of stimulation as
such {environment connects at every pointi, retinements in
micrabiology mav lead to correlations between speciiic class
infarmation and specific changes in protein synthesis and new-
fonal assembly. At the biochemical level, the idea that we are
" “whaped” by what we learn could take on a material corollary, On
present evidence, hmﬂ;vur, it i= impuossible to go bevond rudi-
© mvoatary idealizations. (p. 288) .

Let me here suggest one hypothesis logically emanating frem
current work on the brain and share one method tor ascertaining its
possible vahidity. Exer since the beginnings of rhetoric study, as early
as the fifth centurv B.C. in Sicily and Grevie, there have been
atteinpts to categorize the different modes of discourse in which we
speak andtwrite. Aristotle, of course, supplied the definitive early
category system which rhetoricians through the centuries*have
adapted and transformed. In recent rhetorical study and writing
research, Jakobson, Kinneavy, and Britton have attvmplvd relatively
fresh category svstems, Their categories, like Aristotle’s, share loose
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and almost metaphvaical understandings’ about the differences be-
tween such scemingly distinet modes as arpamentand poetry. Even
with the most recent work, one has the impression of being in the
presence of an inquiry that Themas Kuhn (19700 would cl}hr.},rtm’i;v
as being in the prvp.\r.\dign\,.xt,if stage. - 7

What if it is the case that classical and contemporary rhetorical
te;-_nns,,‘:,uch asarvimient and pedri or ertensice and retlevve, may repre-
sent centuries-ohd intaitive understandings that the mind deals
difterentially with different ~peaking and vwriting tasks? To put the
matter declaratively, if hvpothetically: modes of discourse may repre-
sent measurably different profies of_brain activity, '

The electroencephalogram raeasures brain activity through €lec-
t:odes attached to relevant portions of the skull fn fact, there is nowa
computer program whereby o giveh encephalogiaph can be broken
into"a profile which ditferentiotes [eft-hemisphere from right-
hemisphere activity, Two of us at Rutgers have begun to ask a small
satple of normal adult subjects to composeTaloud in two seemingly
distinet mpdes while undergoing an EEC and note whether or not
composing behaviors vield ditferendated profiles of brain activity.
(Firat thoughts suggestthat argument would be predominantly left-

kemispherd, poetry or narrative, right.)
a

Implications tor Research Training and Teaching

Changes in the directions of English education research obviously
require concamitant danges in the training of the researcher in the
doctoral curniculum. Al of us, induding senior faculty and advisers,
st learn Car more about biology and physiology than we have
' pvith departments of

previously been asked to leatn, Closer
biological sciences and with the medical schools affiliated with our
universities also seem to be suggested. ’

At Rutpers we have established two connections with our medical
~chool that will undoubtedly grow tirmer and more formal s more of
our students clect dinical problems to investigate, Oneis attendance
at open lectures on psyihophisiology sponsored by the faculty of the
al school

medical school; the other isTactual participation in the medic
equence, such as seminars o anatomy and the brain. A third hink
currently being contemplated is participation of our students in the
teaching round= involving third- and fourth-year medical students
.ahd the medical, school facuity

Possiblesmplitations for the learning and teaching ot writing are
cven moere lormidable and tarreaching. Nelson Goodman onee

S B
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commented that the American educational systeny is half-brained.
The situation may be even more sﬁgﬁgug: What if the schools require
students to be split-brained where the learning of writing and other
complex arts and sciences are concerned? Perhaps the only base for
the curriculum should be what research suggeses is literally organic.
And for the process of writing, what is truly organic? Let us begin to
find out, :
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Vealeo o T ety

State Lver tv of New York at Butfalo

P 120 wgmmary of research relating o grammar, language, and
comrosttion, Rollo Tymuan suppested that the process of composing
v b comples phenomenon that it deties anafvsis into constitu-
ent ;s Heowrote that the studies to tha date “measure pupil
products and assume that by =0 doing they are evaluating the

ol imamebhe processes of the mind by which those products

s - .

woete it o 270 Rivhand Beaddia k) Ve hand Llevdsdones, and
[enwetd Schoar i the Ted Reoo oo Whedice Composatnon recalled this
condlusres and reported that research =awe the T yman statement led
ceseneofle to the same condlusign, adding that “some questions
whoob weem tundamental o the teachmyg and dearning of written
composition apparently have pone almost unteudched by caretul
==

tesearch “fp 520

Thi absence of researvh an the composition provess was also

e ndenced o the 19005 ina number of other reports h_\' soncarchers
Voot studving reweerch For example, the repore by Louise
Fosenblatt 019031 of the New: York University Rescarch Develop-
ment Seminar docs not mention the writing process or the prm‘L"vS%t!:%
of the mind tut re-ult in. written product, Instead, the suggestions
for research m the area of writing dwelt vpon various methods or
approaches aned upon ditteriong instructional content as possible
varsablos e deeagning osperimental rescarch, I tact, and this s
Dittreult to believe, conssderable attention was given to the role of
praminar teaching as ot might atfect writing, a role that most
researcher= amd cirervers oelieved toohave been Ld to rest maay
vears petore

Fortanately af the same time there was considerable inter
being voiced tor new approaches, tor examining research designs and
direction s, aind tor presenting new research problems. For example,
these questions were amked i Eeear it on Woatien Composilion (p. 53%

=

Wi
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What s munhm? dt the act of writins T How does a person g0 about
starting 2 paper? What questions mu=t he answer tor Rimeolt?" The
ying that “voamposition re- aich o= not

b

report summarized by
highly developed " and sugpested that if researchers wish to give it
atrenpth and depth, they must reenamime crinaallv the stracture and

"

technigues of their stedie="p
A foilow -up voice at the time was tnat ot Jean Hagstrum f190-)

who, in reviewing i o W Ut cautioned against

Jorme more of the same kinds ot resean 4 that had been done without

thev think about, whatrsteps thev tollow, how they pet ready for
et Duth oot 01930 wcrininge at abent the same time in

et attempting to tind oui what writers doswhen theviawr. ~what

. i

Phe Uidnee Db o st D D, pomited to the ne wd to
Fowe cldren v abont doneong on then oral loguaye {H
when thev svroe ’
Interest i Fesearch desens that breal out of the experime antal
mold was aleo on the rise. Henry Soeckel 09630 suggested that the
‘iny: o throwing

came-study procedire =hould be usetol o dincove
Jup oo ditfercn faceds of
per-arality towriting behavior, pnluuhllv on the dvnamic
relation-hips and on the domimant patterns of personality
po 1004 And suppesting that pro edures in the casz
viable, Jack Kittell 11oes) stated that o particular ef4 such as
writing, “as indicated i oan individual's behavior, is sosceptible of
tudy and descrpuion” and that there “are available different special-

fred wavs of vbserving and describing diis behavior™ (pe 5).

Parhit agren =ueh things o the relatwes
of such

wolved”

study are.

A New Research Focus

My own interostn the wribiing, provess gov s back to the carly 19005, 1
had reviewed much of the literature about writing =nd was engaged

in a studv (Petty, Herold, & Stoll, 1oos of what the Ffession knew
about the reachimg of vocabularys Thas study e o anclusion
that we knew hetle about such teaching. Some o 0L was with
rescarch design, but | also had the feeling the @ ocabulary

researcher= Jid pot know enough about L‘hildi’trx~ thinking and
bemavior te have asked the vright research questions, Ihe fact that one
researcher atter another appeared to be dealing with the same old
questions in ~tudving vovabulary tead hing seemed closely related to
the faulty writing researche Heance, T besan to discuss the need to
!"«1ii\ll|l’ processes, to oboerve dhildren, toexamone their behavior,
and 1o tormulate new peecarch hvpotheses Tt seemed to me neces-

£



O

ERIC

Aruitoxt provided by Eic:

Cintldren

sary anat our rescarch shoold cocus upon processe- and better

through case-study approaches

Juestions-—and be pursued Lirg
so that fater research of mere traditional experimerntal desicn mghg
result in more definitive carses to teaching ssues

Ti rements of Braddock et all Medkel,

Parke (1900-o 1), Godwin, and others led to researchinto the writing

= observation and the st

proces=vs of vouny children, first ov Margaret Sawkins 11977 and
later by Robert Zanotei 719701 Donald Graves 11973, 19730, Dionv-
sios Melas 11971, and Ann Bodkin Gin progressr. The rescarch ideas
aid the investigatory eftorts of these researdchers were also both
prompied and supplemented by the rescarch of others, porticularly
Janet Emie few . 19710 but alse Barbara Holstein (19700 and Charles
Stallard (14, :
teg, 19700 and 1970br cad Tames Britton tege, 1967 were - apedially

[ addition, the wise observitions of Alvica Burrows

important.
Poite this viee of interest in the LOMPO=IY Processes much of it
taking plice ot the State Universitv of New York at Buffalo—

primartly becvise at sl ooat e some change of direct
. c 7 -
research cioorrs brean thar co o Bttle e than e veuars ago 1 he

interest
e il : [ I 1, [ S . PR S
< videnced aot only by the names of some of the vesvarchers [ have

cevirch o on composing is espeaally strong ot Buffalo, as

cited but also by the conference forwhich the papers collected in this
volume were originally written. This interest is further reflected in
the publication ot papers delivered at SUNY Buffalos 1975 Con-
Fersr o Language Arts Petty & Finn, 1975 and in the number of
our stedents nterested in composition at the secondary and college
s wellas those intereated i the composing ot voung children,
at duffalo

lediel
We are glad the interest is <trone However, the work
sumply retlec - the growing interest, now more than nationw ide, in

researvh on the processes of composition.

n designing and conducting rescar b on the COMIOSINEG Provess,
thewe wre some basic ideas that should be kept in mind. First of all,
composing s inhereat in womg lingease, Eadk sentence is a comprosi-
tion A series of sentences that relate a child™ needs or espesiences is
a composition. Thus, everv child, immdeed, ¢ L v individual, dees have
ab-dity in composition. Not evervone's composig ability is equal, of
course, aind the muajor problems =com to appear in wrniten conpeai-
b,

Most individual=, v some situctions ar least, may not vocalize a
well-orpanized, cohec ot me sape. The reasons tor this failure may
te the emotional setung, a lack of expernence, disorvanized thinking,
and o on B breguently the ditficulties 5 oral compaosition are

overcome by repelibve statements, geas con oachanges with the
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shonn comipesin oot

[ARIATO AN B

IR BT [ D S ARSI AT A A
.
Sooral corrosrtn o e

cepell ditterent and rarts Lt teteh

L o the E;,z/g..xll'\ vy el lan-
M eers ettty o entingg We peed
h e e nhont i baldre s betiaye

AERYEARIREH A I

LR T ohether the meaning v

Copmh ot dorature s the

Ll

et the ehan sl prosces cnted o B ndivdal s e or
B S I I IR é,’l““.'.',n‘i e RS R TR O [ AR A
Lo mas cethanhe e abott o by analvanyg the
Srent o4t G fiinute o fhe o ST Bt e =i haan
. , Prrech rodementad Qoo s mien b can be told abo
sl oo cohiat the oo bl ccraih does seemes Jouls-
TEI T LIRS & P i Meade and W Gaene { =
! ' N N coere esamined todetermine the
TR ETRTHRN A ph e clopment piphoved Byt boecates
TR I AR T A clore nt s Traed apes the Fi\,‘\l‘L!Ll!‘l,'=~al‘f
FTITTE PR RRYS P I A L IR Gotbooks Wil hiw ki ot H,H,Li}'

ETTCRRY YRTREE SRVE AR ;nn.n,:x.lrh organsal =i

Dl e cone donbis about b s disoretes

s it bl s nothiing

Tt [ frrectiie o HEETRTE S R T
Taatt a1 tonmo - T S SIS TIILN|
i pre e e e thee o gt e s [ snvatnon qn
(e ot st e s ceihaps e most Clogical”
Lo it tha s R N R A e .‘.[\(\1}.'11; to =tart
TR i T o eeten oo eaamine its
RITITEE Lo e Co e o evelain how and why they
beoree b Lo Pl rorem ol i1 =0V that one may b=
c TR (ER TS R RN dind sinaller Bt o] proceeds the
et ot bpe Pl o Dol o e s b cotipe st = In

e the svstems enginecning

loer vt e b with T sradnt
Th bt alte e the s suchan analysis tails

o E N e L LR AR T

e b one

i
[ETEEEIE T S S A TR INR L SRR ATRICI S B R TN TIEY B S SRR A

by apnothes arnd Frosno o pring e o anot b

' f dhi
U st the pregpenatn o premeaty b \v."‘p:\’ A p!n'tn,uli\l'k\i\d
W e i auestions Vee b e rcallv tollowed this Togi

TN AR R TEINCAR R A A R R L

CLo b s annansd coren ‘i.‘:\i‘_{::!‘u

iy, Cconnditnes MH‘HMX!LHH certbend, o ey

3
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combuation of these The reseorch has asked such questions as,
What are the cotects of varou= sumuh on the writingg of children?
What ean we learn about e wrntime o children by examining their

writing products? Whot are seme ot the correlates between writing

and other <skill<T What «ffect dovarons instructonal methodologics
have on children’s writing™ What are the relationships amony such
things as room atmosphere and feedback stroctures and the writing

It i= diftiwul: for researcher- to break thes pattern because of the
logre G examiming products and the traditie mvolved. Cernainly the
questions h=tad praviously and the more speditic questions dericing,
from then  still need atrenton. However 1 believe the focus of
Lnfﬂpuslf!w? r‘r'-v.jlu,h ~hotd e Lipioen the writer = i"t'}l.ixiﬂl' ,l‘.lllu_"l'

than upe o the product. Thus: Twould fike to report on woveral studies

fon timiny on avriter behavies nidahing seme of the s
ctudies cnd the procedures the researchess used. Because of several
resen 0 hmitations, the findiees she Coaliv b eeparded as
te co0 But =imve establishie e ne rescarch directions
- povoal of several of the stadie G centativeness of the
L0 wos detenstbles Nyoating them s nteaded to stimulate
¢ aphtoon the tash of cescorching the compe o, process,
ki 19700 teed an e ciews Gechinige toomcestis ate what

fifth-prade hildren did moweit. 0 compositions, particularly what
differences there were mn the actions of uldren whose compo hons
were judeed to be of high guality and those wi e mpositions were
red to be ot fow guality, Fewentiallv she tound that there were

conaide

Fowr difterrnces between the bao catepories of students i what they

ine Sawkins turther reported the following:

P Chadren temd to conaider aspects of centest betore they begin

writing and while they sre writing

3 Little or no attention i= ever gicen too making notes or an
outhine betore writing ['wgin&
3 Claldren apparently do ner bave a0 amsiete compositice:s

Smvally a story) i mind Betore they oegin writing.
1 Chilgsen appear to give httle special attention to choice of
worldn FOr particubar purposes toconstruction of -entenees, or

for any conveiitn ns ob puaraga ’Il!;‘\'
3
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b fubagreee bt At '«}"t'”m};; thers = httle ’1.=L.m;af_ for

i
! woould

Wwlp from e era hosever, the children proba

<eok more help ot they thought it would be g
o, Some s beddren appear to prootread. sthers do ot
Phe ity of bovs writig s lover than that of girls,

Suwhine's ba=ic procedure. mteiviewang tens and eleven-vear-old

chil ben, may be suboet to gquestion Wil children accurately report
v thes did? Sk el dhat they were reliable informants, and

what thev reported wes contirme i ome areas by their products

rs. Whether

and the obeervation= of both ooache:and the research
another re-carcher would have the ~ame =i can or whether stu-
Tevel ol be oo sebable cortanly needs

sl
LR S R IR AR

s i
it fia= oM oo

Veritication.

A =the thoar am leas famibae with peosonally was done Sy
Stalbard o120
vinia Vhile this rescardh was directed gt the writing processes of

tweltth vraders rather than those of vouayg dhildren, both his

a1 Jdoctoral dissertation ot b Cpiversity of N r-

vrosedures and tinding = seem relevant
Staihard it were wecnred breon on ob=crvotonal checkdise, on

All three pro-

dervies L oamd oan analvais of the wrioog products
v res were used wath the mtention ot discovering what the
~tude o did as theyv wrote The dhiedklisg ssed without the writers
Faowing 1, recorded tne ime the dsae nmen: was received, the time
tne phvsical act of winiting bepan. and the time the writing was
dter made an

u\mph‘rm_i The checilist also noea bt the e
outline, ervaged m random activits betore writyg talked with peers
fore completing

the writing, stopped o mtorvas, read what fad been written,

before and or durimg writing, maede cotrections” be

charved oungtuation, used o dictionary, rewrote a first draft, and so
wo ware also made for recording the hesitations of the

on, Provis
writers. In the interviews, guestions were asked about such things as
whether writers sought to develop paragraphs i pariicular w..
whether they had done revrcons either mens Beoor e actual
o), and whether an wthoe had boon made, Dhe interviewer
alao =ought to determine 2 the writer had a purpose in mind while
wertins and what the purpose w0 Aralvsis of the product consisted
sy of Jdefermimim ! coiniLation e evlent of corrections,
roveriinge, aed chanees in woras and aavle.
Ameny Stallord’s findings wees these

[ Good worters spend more e both at crewriting activities

and gt actual ety thare wrters ol pesrer compositions.
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Good writer- tend also o be slower, to do more revising

2.
tparticularly as they read what they have just written), and to
stop more often to do this reading

3. Good writers are more concerned with the purpase of the

writing ther poorer writers.

A study by Graves (1973; sec also 19753) focused specificallv on the
composing processes of vouny children. Graves studied the writing,
processes of seven-vear-old children by detailed observation of
individual children as well as by interviewing, analysis of composi-
tions, and observation of groups of children. In addition, he suukht ter
relate various aspects of writing behaviors to differences in class
room settings, which he Dlheled as “tormal” and “informal.” How-
ever, the most significant a=pect of his study was the extent to which
he was able to use a case-study design as the principal rescarch
?!’U"vdiin* tor ﬁtildving thu wr‘iting proce-ses of ¢ight of the children.

z}tud) method of 1. ) nh is a most effective means ror determining
the variables that scem o bear upon a child’s vriting. Because
Graves did casc studies o et Children, Beowas aile o idt,'ulif}‘
behaviors common to all of these children a- well as ones unigue for
each <hild. From this comparative base, Jw was also better able to
interpoet and assess both the writing processes and the writing
products of the other eighty-six children studied less intensive v
Case studies are not new to research, but seldom have the v b
used in educational rescarch in general orin ;tugi}ln;; Compositien.

Also par calarly signitic oot was the finding that the informal
mernits gave the dhildren greater choice i their

classroom voviro
writing and produced more witting,. A related ! inding was that, given

the choices of whether to write or not arsd of what to write, children
wrote more {requently and pruduced compusitions of greater length

lha n whﬂn

that .r«,:al}.,,nv;d wrmm: m,h!hm,-d thc,! rampe, content, aid amount of
He also found that boys wrote more

writing done by the children,
s owere not assigned, that bovs seldom

than girls when writing tas
used the first person in their writing, and that their writing dealt
mere with wlat he termed “ostended terooery™ that s, removed
from home. school, and neighbarhood - than th= girls” veriting,
Graves concluded that there appear to Te two istinet tvpes of
writers He jaentifiesd these as reactieoe and retie e, ioactive writers
use erratic solving strategies vhey tall to themeselves, their writing

reflects an action-reaction arproach. i Tack o sense of audienee,

&)
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and thes elborn ot bane voha ey have eoritten. Rethective

reread, and =hosa

breograe Dol bete e st periodieadh

Coranes =it = that the characteristos ot

T = 1L

vl ot tne heddren he

o tyre o worifer es =t on L arviny
Lody obeer s ed but theet the clusterms of the tnad s Child =hould

ik
:

pectul o preduotimy his o ber weoning bebavior.
Coravem made ther obeersatons too detaled torelste here Any

St the s g prosess voondd o s el to stady both tae

e partioularls

srocedures Graves tusea woe i Drrvoan

a1 oesden=nen b i

Another =tndve mo-ome 1t
Study s one Aome by Alelia o097 Alelas howvever, reverted toed

b im on erodtie b= b conserned wath the themes of coimpositions

cortten b hildren o vradies o thre and tour, althoueh he also

Jetermined reactie fhs _i‘i‘nu‘gil:n-a teaher- o=ed T

whoat coldren e obec e compared the trequendies of various

conp aton theoo e v dhildren and assgied By teachers.
Yooy

i
ao e do not cesien compositiod themes

Nela- tound th N

that corre=pond - L atere Ihat 1=, when permitted to do
o bl wrone Gbeo sbjects that had never been assigned. For
R T T TS BT S P R T HATRE LS AU when

Wity s ot assned moaw Chldren . hos o to arite about sports.

corrposions with descriptive themes were

.\‘it‘l\la .1;‘«1\ fuonis
wWtlen made fredgsoor i than tho=e svith imaginalive, narrative, or
aacher emphasis upon

Characterization thee o e attnboied this o

Yelle about™ some object or event dad o Lok b suidance as to how

other theies lmy,!\l fre s.fvu-!u;wk.'

Ani Boolin, g dos teral =tadest ar sUNY Buftaloawh:
o entend the Coraves study

Cinvestiga-

Hon 1= nosy berg corpieted, oo souyh
e et e weritten expression of boye

B devermmeng ot Jiten
and wirls win et b
I The ~umber of tinwe- e proneun @ appears an ciildren’s
woritiy
C P he ostent booshich Tused i an emotive sense, e “Howve

vuse they are =0 cute and ciddne”

AR

Y The extent towhich s used ma reportive sense, e Esawa
cor cra-h or S When T arow up "

v The ternitonaal o of the content o the wrinng, that is,

whether the contente s ey hoime, s hool, and immediate

“.vl;'}'lf‘ﬁ!hn,nu‘ or exendied Bev nd the-e linvits.

S0 P iee bregueney of the iy amd it= heeeth
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These guestions soore investizated i the writing of children in
grades th e and siv and at three sodiocconomic levels: Peelimmary
tindings indicate that there are signiticant ditterences in each of
these. except for the emotive [ between bovs and girls at cach yrade
fevel and berween the children o the souocconomie levels found ot
vach grade level Bodkin has also found that out-of-schoal experi-
enves greatly intluence what children write about also noted by
Graves and Melas)and that the time of dav when the w ting is donw
inHence- the choive of content.

A provedure she used in order to minimize difterencos in che

wiitingg conditions e the several schocis was having the chifdren
write in journals. Her observation 1= that children like to write in
wortenrals; i fact, b children were abaent, they venerally wrote entiies
for the davs they wissed without being told to do -0,

These last two s dies are notin the pattern of the others Thave
teported e the sense of mvesngating ihe COMpOsng [oocess. Yet
iht'}' bath deal weath the prowe=s= il‘:a{éii':lif;, arnd {ht'}’ are both
ottgrowth- of the Groves study My techng o that more rescarch is
still needed to verity apeerdiy AINSTREEE! behaviors However, f(;n”:m.’ing

¥
i -

vp the feads oF Saeboo =t Oreves, g o Should nat

prevent us trom fedowing up the bindings of Mol and Bodkin.

Iu:;‘.':;,n,‘:m_- L eIy

The findings of these studies suppest some teaching practices. And |

do mean -aveest, because the hindings require verification before
v mcthadelogy is warranted.,

E‘._] rlit

~trony posttion of advocacy o
Yet studies done by reseaioners whe are alse wise and experienced
teachers, who establi=h o ravport with children and closely observe
them as individuals, and who reallv onderstand curriculum and
instruction lead me to pov condderable attention to their statements
ot implications tor teachi

Sawhina's tinding that Children do not make notes before writing
stuppests that they should be given Speatic training in this prepara-
tory technique s thet they mayv capture and retain ddeas in brief
forms. Sawkins believs - that such notes may also help children

Seimin choosing words more carefully,

arpanize their thinky o awd
and perhaps help witli oo s o convention such as spelling, Fven
more sigmibicantly, Sawiars cougests that teachers be more available
ire childven are writing rather than

For wiving individual help w!
Followy smr what appears to bie s eather common pradtive of insisting
that childien sweerte “on their owen " Providmg immediate help should
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aurely reelt i better composition and ;n-rh ips fadilitate the develop-
ment ot the Juld's ¢ unposimg provess. San Lins pomted our thareven
the children who wrote the [roere=t Cumipesthions wete yuite aware
of ooy of therr problemswere walling to disce-- thent, and seemed
cater Lo mprove their wrifing.

v ='= Giindines about the writmg Jdone iooan attormal =etiing
certamby has classroom applioation, Likewise, the findings ot both
Craves and Nohis that unassiened sriting apparently stimulates
Bot - 1o rite and results in longer compositions are =igniticant tor
lamaroom cractices. Graves's cdose abservation of children indicates
the tmyp - tance of concrete objects for motivating writing: it also
cpest o thet children's compositions should be kept and made
el to them and that pupd-teacher conferences might influence
chiddren s composing,

Both Graves and Bodhin report that writing in g journal

v bt Iy Pyt s F %}n.j appe ‘l sepriis fo b('

[ PR N A

T TR U ST RIS al= b
e hary aspect of the writing, which probably means that the
uldren regard this writimg as really their onvn, unlike papers

wned i’ that asuathe disappear

Research Directions

As we study the composing process —or as | would prefer it, the
COmpPosing provessos s 1l apphes toowriting, we must try fo
Jimcover why some writers seem not to Use provessts comman o
mont others While it = probably true that few children, whether
;\md wriler= or not, m.xln cutlmes tor thein compositions, there are
undoubtediy both good and poor writers who do make outlines. The

aime s trie for virtuallv every other behavior that ha been noted.
Alses, in studving the processes of writing, we oug ‘ht not overlook

the nonmwriter  the ghlld who writes virtually nothing. What beh hav-

ior= Joes he or she e b What does llna child doto avoid wrmn; !

Are there sonmies poanoomposing ;u’nu-ssw:

[he difterences oowhat children write abouat, the freauency of
writing, and the lesuth of compasitions when the writing is not
aeagpned s observed by Graves, Se Jas, and others certainly seem
e b shrnitioant point= for further investipation. o these observa-
tion= hold up o other settimes" At orther grades and age levels? In
Lireer vroups of childeen?

Ceae quiestions establish the need to exaane the teacher and
emtoom cnvironment variables that fostes unassigned writing,
Sonue teachers <oy that duldren ot write unless theyare told to

0

P
v
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Joo o yer other teachers tind thao cheldren write a sreat deal and
1 N = i

stk fo Hmprove thear wetting b they e tor torced todo a0 Sonie

[ i hoerth

. ) o )
Cd they struoele Decduee e e

nldren strusnele a- s

Hew questons need o be

Wit = ] nave ssevested:

PUL Wy an o frimeora that cniniit= Commin tions and o
enpresson’

T ht’ﬂ,' AT, in .uhhnuza Suestion- cohich o relate o nediy !L,;;i,;.}l Jin e

OPITIL Dovee need to bind out mes cabout behavioral ditterences it
Jitterent moturity bavels™ Con li=aroem environment? aitect theee
behavior- tooany expent”

Fhe casestady procs Dire of course needs soee rescardh atten-

tion, a=do pros ot vosersing prouns of ooren and indicidu !

children o poeng oceettings bor msbance, o e ubseise more

P

eftectively by om0 Camera cores oo Moy o wach
vquipment be better gaed as tow - er vemn, van
L1114 '~t‘li‘!!!‘al NS S ] ”":i‘ [ AT '«fl,h,{'\ . - Y H 1= H"!I&h
mormation aboud process e mote ey ween

Hf:-m- stpeatnats bor buture researdh o o0 L i of thie
possibulities The pronapal poant - for re g o 16 e eaamininy
products et the processes of composne, v Dleie o Cthem from
the ae=they e =tudvgng Jie prodos TR 1L NS IR T

[ i H
represont what has voie onoan the ndiendian s inend e andv g

product: prove-s 1< what people do
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nternal Revision:
A Process of Discovery

<

Pronald M Aherraw
L

S SF = . | I H
Lovtnei=ily ol iy H.,m\;‘»-}!‘

SOt s rewriting N st wrtters dccept reww g s o condition of

FEARFRE N S T AN SRS TS PR ASAFER AT ST ETRY & TN N

i

urden but as an opportunity by many soriters. Nol Ssimon points cut,

realle ot s b b fre baeatnall

it

TRewritina s e b plaveerities

voer onbe pet tharee s and vou're outs o resoriting, vou pet
almee as mans swaings o= sorowant asud o ko, sooner or Later,
vou'll hit the ball ™

Rewriting - thio J ference between the Qilettonte and the artist,
the amateur and the protes=ional, the unpush=hed and the published.
Willirm Gaes testities, 7T work not by writing but rewriting.” Dvlan
Thomuas states, “Almost any poem is Bty to o hundred revisions-
amd that's after its well along.” Archibald MacLeish talks of “the
endles~ disciphine of writing and rewriting and revewriting.” Novelist
Fheodore Weesner tells his students at the University of New
Hampshire his course title = not “Foten Weitope” but “Fiction

Rewriting.”

And vet reswrtting s one ot thewriting skills ieas! researched, least
exarmned, least understood, and  usuallv- least taught. The vast
majority of students cven those swho b e weritimg comrses get away
mortunifivs

with first-draft copy. They are never mtroduced tezise
Of serins revesion
A search of the literature reveals rolatively feso arta " s on books

¢ commonplace Bool which has

on the rewriting process. 1 have
grown from ane thin journal to 24 3-inch-thick naseioud < with more
than 8000 entres Jiveled into prewriting, swriting, 0 b e sriting,
Yet evens with my nterest in the process of rewriting - =00 sf oy
colleague . would sav nry obsession anly {our of the o :gs
are Libeled rewriting ‘

f su=pect the term rewriting [i=, v Lor many wribers, an aura of

Eatlure about 1t Bew it o too obien tanyht as }ulmshmt‘f‘.!, not as

e
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an uppartunity o diecovery or even ds an ihesitable part o the

writing process. Most restss i bact, conbuse tewniting with editing,

]

=UrIt preparnation Yot rewnting alnaost als

proofreading, or mar
wave = the most”esditing, atisfving, and simnrticant part of the

W, Pruies=

The Writing Process

The most acourate definition et writg, B Uchove, s that it is the
process of =ing linguage to discover meane s expericnce and to
communicate 1 believe this process can be described, understood,
and theretore arned  Preweting, writing. and rewriting have been
generaily accepied as the three prnapal divisions of the wtiting
provess L,iui‘m;: the AR R decadde [ wotdld lihe to Propirst ey terms for
conarderatinn, terms which mav emphasize the essential process of

)

dreconery throuph writing oo s and v
O conree writing will ot tmes, seem o ship over one part of the

wiiting prowess and linger on another, and the stages of the process

Ao overlip The writing provess s (oo experimental and explora-

Cro B contaioed i need detintions writers move back and forth

throtsh all stasce of the writine process as they search for meaning
and then attempt to danby it Is also true that mostawriters do not
Jetine, de-crnbe, ar possibly even umderstand the writing process,
There's no reason tor them to know what they are doing if they doit
well, any more than we need Lo know gram matical terms if we speak

and seritescleariv Tam cenvinced, however, that mestawriters most of
the time pa==throuch the rollowing distinct stages,

Pocer o This ternn encompas=es evervihing that precedes the tirse
Jdran H'uf;‘h\'!' v periviee, atich a= awareness flvonscious and un-
and exploratory experience,
wa Writers

RN A BT FO L0 I Li'l)"si‘i Vil I:t‘il'\\‘lllbt‘i'lﬂ}’:

i I . e v b ke
LEIOTT s st il Buadedidin, siei e N ard nereatal

aractoe the provison shills ol celectima, cononecting, and evaluating
ayronticant bt oot atarnaton provided by receptive and esploratory
evperenve. Previson incades, e my opinion, the underestimated
il of fithe cod Bead wrrs which help the student identify a

cobpecn it developa petat of ey towards it, and b
the vorce 5 owplore the ~irbyet

S Beothe aecond stace of the werding process, the first dratt
what T oaallw discovery dratt e complered . This stape takes the
wrillen alb one

Shortest time bot the writer  inomany cases it is
b o but e the tulorum of the s T process, Berors this first

droat whieh Peter Dincker otk the Zemvdratt " evervthing seems
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possibles By compdenng this c-en of what mav be sad, the writer
stakes out g termtorny o evplone

ferrsness Phis = what the woter aoe < atrer o drattas u\i’nplttud to

T
anderstand and communicate what ha= begun to appear on the pase,
~ted, then contirms,

Ihe worter reads to =ee what ha= been aue
i B N = ' i ] " 3

aier~ or devedops o vsoally Hhoough many dratts Eventualls g

meami i developad which v b communes

tred fora reades

The Importance of Discovery
My o mans concernn i this chapter = revision, But o be able to
understand whet Toonsider the most mmportant task in the revision
process, we has e e NI UEENRAE the bact that swriters much o the time
don®t know what o5 o 0L g towrite or even possibly what they

Aaguage s tool of exploration to see

have swritten Writers s
boevond what they Looss Nost tests and most ol our research
Iiterature have potacceptsyd ti- concept or deait wath s impheanons,
Flice Wiesed wava, 1o !'!;lv.‘ 11

1
_ fer-tand as pioch as to be
understood ™ The pord=Fony Connor ynes o redpe tor weiting o

poem Clnvent aoungde aod then esplore it William Stafford states,

AERTERLISTEE ot e s b AT N EUNN FETEI B TR

gcduded gt the end of thischapter tortvoseven other quotations trom
o commonplace book which testitv to the easential innorance
writer= feel many tunes about sl they are worting,

in teaching worting Totten tedd that the most <igmificant step is
made when adtudent enters into the weiting process and es periences
the discovery, of nwanin, Jhroveh soritime et this process of
diccovery has ot beer venerathe evplored o understood tar a
nucther of reason= First of o o has not been esperienced by

1 the less

nonwriters or acnndted when s espesienced by writers
maginative forms ot writing, Une pioies=or of phidosophy, after
reading  tesn of fobe, s ontessed Be bod beenasinied of the way he
wrote, that he dido't looss v il too=av or how too=av it svhens he sat
down toowrite e had toow e and aone and wre to find out whoat
he had to ~av He was embosrassed and dido 't want fus colll pues to
knoswy how dumb he was When he read miyv book he tound his
activites were Dantimate. | suepect sach unjustitued shame is more
prrevilent than we Dhe toadmt Another protessor told me recently
! e by his own

that he mabes aa-enments he conld

deadline. He explnned, "Ny stadentare smarter than Lam, Thave to

TR it
AR A

rewrite and rewrite many Jdratts 7 Yet he nerther “oonfesses" 0 s to

his studerit= nor allow them the opporbunty to pertorm the wiiting

(‘L‘i

ad
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tash essential for them to achivve publication,

Most professors who are aware of the process of rewriting to
discover meaning are uncomfortable thinking about it, to say nothing
of discussing it in clas=, Discovery seems the provinee of the “ereative
writer,” the writer svho deals o poctrs, fiction, or drama. Such

e not quite respectable in the academic community, where

activitivs
we teo often have s ses manual attitude: (Vs okay to read about it as
long as vou don’t dac it But T am an academic schizophrenic, a

“Creative” writer and o Tnonereative " writer. As the chairperson of a
rather lorge department, | spend a good deal of my time writing
memos to deans and vice provosts, (That's really creative writing |

al=o mwonfight ovcasionalh as 0 corporate ghostwriter. [ publish

cand “papers.” And in all of these roles [ ind the

teads, novels, poems
procvess of discovery through langaage taking place. T do not agree

with the educatiomal segregation of Functional and  imaginative

writing, creative and noncreative writing, [ know the process of

discovery takes place when Twerite fiction and nonfiction, poetry and

memos. To produce letters, reports, novels, essavs, reviews, poems,
and academic papers that sav something, vou have toallow language

to lead vou to meaning.

In drafting this paper I tound myself swriting, as I attempted to
detine the writing process, that the writer, after the first draft, is
“not dealimgg with the vision but a fact.” The word vision surprised
me. [t appeared on the page without premeditation. In reading it over
Feut the sentence but decided the word was a better term than writing
to describe the secomd stage of the writing process and, working from
that point, saw the virtue of using the term reeisdon for rewriting and
then tried on the term peevi=ion for size and found it fit, although |
can’t find it in my dictionary. I'm not sure that this is a discovery of
cnormotes value, but it was fuang and Frhink this accident of Language,
thi= business of using words I dido't know [ was going to use, has
helped me understand the writing profess a little bit better.
we teel it a fatlure: it we had a bit more 1Q, we would have known the
right word, | find feww English teachers are comfortable with the

Psuspect most of us have experienced many similar discoveries, but

concept of uncaleulated discovery. They simply do not believe the
testimony of writers when they sav they write what they don’t
koow, and this may indeed be an uncomforitable concept it vou spend
vour classroom hours analvzing literature and telling vour students
exacth why the writer did what he or she did, asif iterature resulted
trom the tollowing of a detailed blueprint. Writing, fortunately tor
writers, is much more exciting than that. The writer does plan but
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Leeps adapting those olan= to what s discovered on the page

1 Eh' worite, Baaveve!, svite hves 10 e a0 CITli u_iiﬂﬁjllﬂi Vo L4ty
| ter, | o | tl { ty i

today mos=t ot us do- e osurroanded by people w [ seent fo wiTowy
precsel what happens o piece of literature. The ather night my
colleavue. the poet Charles Sipne, said his tavorite poems were the
orve= e Jidpt understand, am unsettling contession i a department
of Fogli=h. Tis hard toadmt that voudont know what vouve disiny
whon vorr werite, Tt =cem= o ot undiznidied, perbaps even veruse for
tie removal of tenure. Surely my zevernor would think Tought to
Lrwow what 'm doing when [ sitdown to write - i o tull protessor,

for voodiness sahe and vet Tdon'ts And hope T never will,

owsesmige b decture the other dav Troand el doodling wsith
language e better the lecuure the more likely 2 plece of writing
will start to happen on my notebook pages Fram whiere Tsatin thwe
lecture hall Toould see an vt e doorand [watched a personin that
ot tice get upand =hut-the doorapains=t pha Ject ur}v;lst was anordinary
At vel, for no reas=on Lo recall Tound miv=elb writing this on the
P

I obid an otfiee a0 annersiv, aninside ot wilhout

cedons oo he das=roome apand down the cormdor would
i drhev -pdied eneand reached the edye o

H i vy
IV et L

HE i
iy haltopened door, g contident. almost arreyiant mumble 1
Cotihd e e Dother 1oty T uisde s ramd Vs b o Te ik tha
i hers of those word=, was Dalread v Bhe the stadeat=mmy o
Proahman seston=" Perhap= the onh pood thing about this
o=t was that Mother syas dumblhe proud ard Lather pussled
and e 1 thie e here thes pat von, o educited mans The
vinen would Rl me

i1 hadn t kalled o mean. s Ibe wonld hove seemed tridee

I e followed this short story for only a couple of pasies in the
past few Javes Fam a=hamed to reveal the lines above Tdon't brnow

it thev will Tead meoastory but I faving fun and think Tshould

e this experience, foritis revealing of the wiiting provess. 1 d i
not intend (o write o <hort storv, Fam svorking onsa novel, a ook of
pocms, and articles such os this one. Shart fiction is not on the mena,
[ did not intend to write an academic short story, Tdo not like the
gonre. | donot parbcularly fike the charae ter who is appearing on my
pape, but Lam interested e being within his head. T have not vet
Lilled 2 nan, to my knowledse, and T have never been a teadhing
assi=tant, atthough [ have Koown many,

I want torepeat that there was absolutely nointent in what Twas
duing. The tact that the dharacter had kibled a person came as a total

strpri-c toome It oseems oo melodramatic, and [ don't like this
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confes=ional voive, and 1 do not like the tensc, and T kave traubl
dictating these words from my notebook to my wife, because the
ny

heep changing aod leading me forward. Tdo not know it the kil
was adidental or premeditateds [ don't knowe the victim. [ dont know
the methodl Tdon's know if it was imaginary. Tdo know the phrasd
Milled aenan "appeared on the page. [t may have come there because
ot what the father said; or, since in the nest paragraph [discovere

s

that the voung man feels this one act gives him'a certain dislanc

from life, a sort of scenic overlook from which to view life, perhap:
that idea came trom the word “position” in the first paragraph, In-my
yoassistant hdd o

lower middle-class background, even a teachis
position, not a job. A little more of this kind of thing, however, and

the story will never be wriiten,

Writers must remain, to some degree, not only ignorant of what
they are going to do but what they are doing. Mary Peterson just
wrote me abouat her movel, “I need tosvrite it before [ can think about
have to protect their

it owrite it too fast for thousht” Write
ignorance, and it is not casy to remain ignorant, particularly in an
English department. That may be one reason we have deemphasized
the experience of discovery in writing.

Discovery, howeser, can be a frightening process. The terror of

the empty page is real, because vou simply do not know what vou are

ndead vou will have anvthing to
at those times when |

T 5 O ST T T L
Sualig o sSan Ltimt Vorld o=ay it or it

sav. [ observe this process most dramaticall
dictate carly drafts of nonfiction to myv wife, who types it on the
tvpewriter. We have done this for vears, and vet rather regularly she
asks me to repeat what Thave said or tell her what Tam going to sav
so that she can punctuate. [don't think, after many books and many
vears, that she reallv believes mewhen Delaim Teant remember what
Pve just said or that T don’t kpow what 'm going to sav next

This process is even more trightening when vou engage in the
Forms of writing that take vou inside vourself. " There’s not any more
dangerous creupation in the world,” says James Dickey of poetry.

“The mortaiity rate s very, very high, Paul Valéry once said, ‘one
should never gointo the self except armed to the teoth,” That's true.
The Kind of pocts we're talking about—Berevinman, Crane, Dylan

Thomas= have created something against which they have no im-

munity and which they can not control”
Finally, many expert readers who teach English, and therefore

writings, are ignorant of the process of discovery because it is not,

and <hocld not beoapparent in a fnished work After a building is

f_fjm
"
s

s .
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fiwished, the flimsy seaffolding s taken away, Our profession's

5 dowands

porpal ebsession with prodoct rather than process lea
Jangerons misconveptions about the writing provess, [ believe in-
cery, of uming language o fend ot

creamngiy that the process of disc
whtat vou are going to say, is ahey part of thewriting process. [ gl

of this Paeould Tike 1o veosantine the revision process.

The Twe Principal Torms uf Revision
The more esplore the revision process as a researcherand the more
Fovporience it as a writer, the mere convioced Tam that there are two
primcipel and quite separate edivorial acts involved inevision.
Dt el rernor. Under this tenmy, Tindfude evervehing awriters do o
discover and develop what they have to say, bewinning with the
- where

reading of o completed First dratt. They read to discoy
their content, form, hnguase, and voive have led them. They use
Mnsrape, struckure, snd intormation to find out what they have te
cav or hope to sy, The awdience is one person: the writer.

s s what writers do to communicate what they

Fovteveal vevrsgme, |
have found dhey have written toanother audignce. 1t is editing and
provtreadiog and much more. Writers now pay attention to the
comven tions of recm and laegaage, mechanics, and stele. They eye
thesr aodience aod may chocse to appeal to it They read as an
Geant that such terms as polish are used by

autsider, and it is sign
professionals: they draratioe the fact that the writer at this stage
riately, be concerned with exterior

im the process may, appmy

appearanee. )

Most writers spend more time, much more time, on iternal
revision than exteraal revision. Yot most texts emphasize the least
part of the process, the saechanical changes involved in the etiquette
of writingg, the superficial aspects of preparing @ manuscript to be
read, and pass over the process of irternal revision, ICs worth noting
that 3t is unlikely intelligent choices in the editing process can be
made unless writers thoroughhy nnderstand whot they have ssaid
thraugh interna r\ revision,

Alshough | obelieve extermal revision has not been explered
adequately or imaginatively, it has been explored. Tshall concentrate
on attempting o deseribe inzernal revision, suggesting opportunitics
for rescarch, and indicating same implications for the teaching of

writing.

£00
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Pl Proccee v Dtevned Revrason

Atter the writer has completed the first draft, the writer moves
toaard the center of the writing process. LN Forster savs, “The act
o “and Valtry talks of “the inspiration of the
hie writer may be ¢l 1tist than to the

g is an esperiment. Robery

of weiting sy

writing desk,”

1 e the sl

critic at this RIRTIAT! Fach plece oF W
Al writing that is any good - experimerstal: that

Penn Warren savs,
i, 1t a way of seeing what is possible.” _

Some picves of writing come easily, without a great deal of internal
r, and it

revision. The exprerienee is rare for moest writers, howe
usually comes atter a fitetime of discipline, or sometimes atter a long
night of work, as it Jid when Robert Frostwrote "Stopping by Woods
£ " The important thing to understand is that the

o Snowy
work that reads the most casily is often the product of what appears
te be drudgery. Theodore Roethke wisely points out that “vou will
comie to know hovw, by working slowly, to be spontanecus.”

I have a relatively short 7-part poem of which there are 185 or
more versions written over the past 2 years. | am no Roethke, but |
have found it important toshare with my students inmy seminaron
the teaching of writing a bit of the work which will never appear in

Cpublic. think they are impressed with how badly write, with how

many false start= and dliterate accidents it took for me to move
forward towayds some enderstanding of the climate in a tenement in
which | lived as an only child, surrounded by o paralyvsed grand-
mother and tworather childiibe parents, The important thing for my
students to see is that each word changed, each line crossed out, each
spave left on the pagais an attempt to understand, (o remember what
Fdid not know | remembered. )

ss of internal revision, writers are not concerned

During the prog
with corvectness in any exterior sense. They read what they have
written so that they can deal with the questions of subject, of
adequate information, of structure, of form, of language. They move
from a revision of the entire picee down to the page, the paragraph,
the sentertee, the line, the phrase, the word. And then, bocause each
word mav give oft an explosion of meaning, they mewe out from the
word to the phrase, the fine, the sentence, the paragraph, the page,
the piece. Writers move in close and then move out to visualize the
entire picee. Again and aeain and again, As Donald Hall says, “The
attitude to cultivate From the start is that revision is away of life”

Diacover and Duteinal Bepraii
The concept o interndl revision is new to me. This essay has given

STl
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Internad Revizion

me the impetus to explore this area of the writing process. The
further [esplore the more tentative my conclusions, This chapter is
indeed, as I believe it was meant to be, a call for research, not a report

of rescarch, There are many things 1 do not anderstand as

i

ce and examine the process of internal revision. But in

CRPC TS
I am=part of o faculty which

addition o my nmm\l researches,

includes seven publishing writers, as well as many publishing schob-
1

ars and critics. We share our work in process, and 1 have the

advantape of seeing them discover what they have to sav. T also see

the work of graduate students in our writing program, many of
whom are already publishing, And Twatch e writing of students
whe are undergraduates at the universite, in high school, in middle
school And [ think T can perceive four
on.

schood, and in elementary

rv in the process of internal revi

important aspects of d
The first involves conent. L think we fo
vven poctry, especially poctry, write with information, As English

oot that writers inall forms,

\\nxh ssors and finp uistic resear ‘chiers, we may coneentrate on %iv]i%tic
iter engaged in the process of |

Jdifferenues, forpetting that the wi
internal revision is looking through the word=—or bevond the word-
or behind the word —~for the intormation the word will svmbolize.
Sitting ot a1 desk, pausing, staring out the windovs_thagwriter does
not see some prisat thesaurus in the shy; the writer se «es a characte

walking or hears o character speaking, sees o pattern of al‘\*atls-tu-a
which mav lead toward o conclusion. Writers can't write nothing;
they must have an abundance of imformation. During ¢ he process of

internal revision, they gather new information or return to their
They discaver what they

inventory of information and draw on it
have to sav by relating preces of specific information to other bits of
information and use words to s}»ml‘mllsv and connect that informa-
tien. ’

CThis naturally leads to the discoveries refated to form; amd struchire,
\~\L- all know Archibald Macle qsh =aid that o puem’s ’agﬂ Jd not mean
but be, but what we do not always understand is that the being may
be the meaning. Form is meaning, or o kind of meaning. The story
that has a beginning, o middle, and an end implies that life has a
beginning, a middle, and an end; exposition implies that things can be
expliined: argument implies the possibility of rational persuasion. As
rs bring order to chaos, the order brings the writers toward

write

1

meaning.
Third, Lincuge itself leads writers to meaning. During the process

af intornal revision Gwhat some writers might call eternal revision),

they reject words, choose new words, bring words h\;,t ther, switch

ti&n order around to thunxv “whal tln\ Are =y g, “1 work with

o 1el
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binguage,” savs Bernard Malamud, 1 love the ‘\uussr of after
thought.” -

Finalld, 1 believe there is a fourth arca, quite separate fron
suage, which is harder to define but mav be a:

content, form, or la
important as the ather sources of discovery. That is what we cal
ce. I think vaice, the way in which writers hear whae they have t
say, hear their point of view towards the subject, their authority

their distance from the subject, is an estremely significant form o
intermal revision. :

We should realizet h\ there may be fewer discoveries in formane
volee as a wriler repeats a subject or continues work in a genre

which he or she has explored carlier and hecome, p*’nficivnt with. Thi:

lack of dm overv—-this cwessive professionalisa or slickness, the
ssfu
ting process.

absence of dl‘u‘\tl\ ~is the greatest fear of mature, succ

writers. They may know oo much too early in the

Questions Looking for Questioners

Speculations about the writing process are fun to propose and
~ but we will not understand the writing

entertaining ¢ consider
process unless we employ all of the methods and tools of modern
rescards. Hypotheses sugeested, such as the existence of an identi-
tiable process of internal revision, must be subjected to tough,
sheptival investigation. We must ask uncomfortable, demanding
questions ot the writing process. We will certainly not get the

ANSWeTs W enpect—many of our pet theories will be destroyed—but
the answers will bring new and better questions. Research into the

Jndin r of how

‘;it

writing process will eventually produce an unde
people write, which will have a profound effect on our educational

procedures. We now attempt to teacl o writing process we do not
understand; rescarch mav allow us to teach what we understand,
The following are sorae of the Questions researchers must ask:

I How can the process of internal revision be described? The
actual process O internal revision should be described
precise terms'so we can umderstand the steps taken by a broad
range of professionaland student writers as they use language
to discover and clarify the meaning of what thoey are writing,
The process should b hruLvn dm\'n .md a ll'\';'('-d 'J(‘Finml .md

dunmﬂ mnter nnl revision.

[

What attitudes do effective writers bring to the task of
iternal revisions Attitude precedes and predetermines skitl,

105 .



Too often we attempt to teach sKills and fail because we have
not taucht the attitudes which make the skill Togical and
obvious, It is important to know the attitude of effective
Fevisors for is it revisionpistss) when they come to their own

piece of writing. Do they aceept the process of revision as a

aormal part of the writing process, or do they see it as
punishment™ Do writers expect their understanding ot what

they arve savime to chonge as they writd!
30 How do writers read their own copyv? Writers pertorm a
~peciall signiticant kind cr reading when they read their own

i

writing in process. Writers must achieve o detachment from
their seork that allows them to see what 15 on the page, not
what they hoped will be enthe page. Thev also must read with
an eye to alternatives in content, form, structure, voice, and
fangtave, How do they read their awn page and visualize the
potential choices w hich mav lead 1oa clarified meaning? How
Jduor the A listen to the page to hear what is bei fing s =i ;1nd what
might be said?
booWhat skills does the writer emeloy during the process of
- internal revision:s There seem to be four distinet areas or
tvpes of internal revision. The first involves content, the
collection and development of the raw material, the informa-
tion with which the writer writes, The next is the form or
structure of the writing itself. The last hwo are the voice and

o o of meaning. It s

wat

kl‘\ i ANt
the languaa

Jikelv that there are \\\tlLIPI;‘lIh‘ but identifiable skills em-
plu\ ed b\ the writer in vach of these areas. The shills need to
be obeerved and described. One unesplored skill which mu,ht
.% i

e hedp o understanding .,ut_m,lu;u.JlJ,r:\ ision s the write
of memory, There seem to be two signiticant for

memory emploved by the writers one is the way in which
writing unlock s information stored in the brain; the other is
the memory of what the swriter has previoushy written within
the reve, u|m Ih mtluum‘a cach choice duiri 1y t|1t‘ provess of
interin | revision. Another skill might come from the fact some
writers sy they write with verbs, especially during the
provess of revision. It might be fruitful o esamine how
writers use verbs as the fulorum of meaning,.

ant toan anderstand-

5.0 What developmiental siages are Liynifu‘
ont Applving our knowl-

ing of the process of internal revis
edge of how people react to their ownworld at different ages
mav help us understand the process of internal revision,

of
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There mav be significant differences because of sex, levels of
intelligence, or social-ecoponsic bagkground, Ouy preconcep-
tions about student willingness o revise may be weong,
Teachers who see rewriting as pupishment may believe that
ctudents will not rewrite at certain lovels of devel pet and
may, because of this conviction, discoyrage j’l",\‘fltiﬁ}‘:‘ In F«}it,
their students may wish to revise, o explorg the same subject
iy draft after draft. if they are given the opportunity. Thery
may be a significant relationship behweesdeys th and revision,
Students mayv want to write lopger than theiy tegchors think
they van, and the longer picces spudents wrjle mav bve g
greater potential for explopation than shoeter pieces. Thers
are alsoindications that copsidepable E.\mjli.zyit}f with g syb.

icct, experience with g form, and confidenee in g voice may

mcrease discovery,

IWhat néw knowledse mav belp us upderstand the process of
mternal revision? There are significant pese discoveries in
brain research, for example, which may provide major breaks
throughs in how writees write, The most sighiticant article
painting out-this new teyri v is Janct Emigss “The Biology of
Writing: Another View of the Process.” We alse noed (o apphy-
the Intest findings of linpuistic studies, rhetorical reseirch, and
learning theory to the process of internal revisiop, We myst
draw onas many fields as possible to atrempt to andevstand
the writing process. What can the teachers of Foreign laps
puages teach us? What can owe deaen frong (hose whe are
atud)-.'im:, the process of creativity inart, in mgsic, i sciehee?
What can we learn from those who stydy the lgllgmgg of
mathematics and from those who desipn and yse computers,

—which employ the language of nmathematios to discovey mean~ .

ing in information? )

What writing tools, habigs, envirenments, ov schedyles infly-
ence the process of mterpal revision? Most wiiters seorn the
nterviewer's questions about what time of day they weite and
whether thvy Lise pen oy pypewriter, r]"lu",\-' feel this ig trivig,
and it may be, but it also may be significant trivia for writeys
amonyg themselves often seem obsessed by such matlers.
Writers arescrattsmen who are preat]y concerped with thejr

tools- the texture, weight, sizes and tine of papers the flow of
ink and its cotor; the design of the pen, its feel, and the breadth
of its point. Most wrilees have stipurstitions apong thejr
favorite wriling touls, dqad most oF them va rv their touls ot



O

ERIC

Aruitoxt provided by Eic:

o
~1

ditferent stasestof the witing process. Dwnte carly draits of

poems in fonghand Nonr Blane tountain pens thin point,

permanent black ke evesease green legal ruled papers, but in
1 o=tage central to the proce=s of internal revicions Fshift to o
tvpewtiter so L ean see the poem o print, 1 rind that most
pocts work i this wav, Most writers also find cortain environ-
ments. quict or noi=v, secladed or public, stimuolate the writing
proves- 1 hide in g seduded office these davs, but ERRUTIAN

L : N . . Tl N 1 [
Derat a1 pusy destairant i [oonld atford toorenta tadke and o

conld be anonvimons= an 1mpu=;i[’*i|it‘_\' in g =ntall unive
Wrters wsualhe sre conpul

s the best, ONV present rale = at

woabout the hoor at

whioh the work =cems= toy

lea=t 000 words before 2 am. cvery dava NMostwriters scem to

move tovards the extremes of carly morning or late at night,
when ey have the mavimum energy or van work best
without mrerrupbion, or can ap most easily into therr stubeon-
woiot= Wrrters luve ritw s oo habils reading or not reading
eitence —which

what they have written or stopping in mid-
stimulate the How of discovery through writing. These tricks
of the trade mav be important for students 1o know, and they
mav call for ditferent learning =tvles o carvicalim patterns.
than those normally imposed inoschool.

Whiat subject areas, writing forms. or Linguage pattern-
stimulate or dimconrne discovery of meaning throogh in-
tertal revieton”T We <hould observe writers at work on the
traditionaliv most creative farms. such s pocliy, but also v
the Less traditionally studied forms, such as technical writing,
bu=ine== letler writing, speccd writing, news writing, and so
on, to find out how these awriters and the forms they use
mthuence the process of discovery ol meaning through lan-
eraee. D he evidence we have s restric tod toverytew forms of
werting. We need 1o extend this examination to all farme.

How doeditor= read weitmyg and encourage improvement
through the process of internal revision? Editors are highly
speciahized readers of wetling in pro pen who work closely

with writers at cach stage of the '\.\‘i:itii\\,;: prowess. Yot s far s

[ hnow, there have been no significant studies of ow editors

cead copy, what they discover, and howe they communicate

with witters. This editing G- not proofreading it is the

cotistroe bive esamination of L dratbwith directions as to hosy

turther dratt= mav be developed. [t should be obvious that

editors are highlyv expert teachors and that they have a great
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deal to tell us about the writing process and the teaching of
that process. They must motivate and employ techniques of

communication which will make criticism consgtructive, which
iscourage, improvement in writing. Their

will stimulate, not d
' knowledge, attitudes, and skills might be a significant contri-
bhuation to the understanding of the writing process and the

;7% means by which it can be taught.

Arf

10, What curricula teaching environments, and methods encour-
ape the improvement of writing through the process of
at
oevery level from preschool through araduate school, who are
e helping their studentd learn to write by taking them through
the experience of the writing process, We need to observe

interrail revisionr? There are increasing numbers of teachers

these teachzrs at work and see exactly -vhat their students do,

while they are enyoged in the process of internal revision.:

’ Those are just a few of the questions which should be asked of the
process of internal revision. Each question will, of course, lead to

additional questions. Each answer will produce even more questions,
and researchiers bringing their own special knowledge ta the task will
develop aew gquestions. This is an exciling prospect. for fhe best and:
4 most obvious questions about the writing process havel amazingly,
not been asked or investigated. We have a frontier ready for
exploration. . .
How We Gan Research sucl Quicstions
_ = B N « . . = o P ’
Iean sugpest a number of ways to investigate the essential questions
of internal révision:-

Bring researchers in the writing process closer together with

linguists, rﬁemrici;ms, and brain or neuroresearchers in teams
. anld seminars to focus their divergent disciplines on an under-
« standing of the writing process '

- s . . . . R
Examine svriters manuscripts to discover from the evidenee on
I A

the page how writers read and revise to darify their meaning

v sfor themselves,

' Make use of accounts of the writing process—writers’ inter-

views, diaries, journals, letters, autobiographics—to see what
say they are doing.

Sponsor accounts of writers at work. Encouragy s\«'rileﬁ%i keep
journals of an evolving plece of work, together with manuscript
pages, so that they might become more aware and make others

4
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aware of the nature of their concern during the process of
internal revision. (Nany writers would refuse, of course, but
some would not)

Observe professional writers and editors at work, and interview
them to see what they have done. Not many writers will stand
still for this, but there may be some who would consent-to be
abserved in a manner similar to the observation of students
“miy (1971) and Donald Graves

done by rescarchers such as

1avsl, .

Collect and examine dratts of 2 number of versions of picces of
writing in many Helds, not just examples of “ereative writing”

but examples of journalism, technical writing, scholarly writing.
nglu drafl

W, MDY COpies OF every s

When Dwas an editor at 1
were tvped, distributed, and | believe retained. A research
p'i‘)L vt mmht collect and examine such drafts and F!L'l h aps m'ur

e e weriters editors who were praducing (i 'm,

tw

Observe students” writing and follow drakgs evblving throuzh

the process of internal revision. Perhaps Yome students, for
M oOr even revise

“esample, might be willing to read for revis
: follow the tast,
4

- Uﬂlﬂg G o=0aNner \:\hILh ‘ll](“.\‘w I1l‘\\ thl” l\t‘
where they stop and start.
Test the effectiveness of what we find out obotit the process of
irternal revision by having our students follow the examples
ob the writers who read and rewrite to discover what they have
to sav, and then see if the students” drafts define and refine a

meaning more effectively than the carly drafts.

These are just a Few of the possible methods of researching internal
revision. It seeins clear, however, that the most productive methnd of
exploring
extensive statistical survevs as much as we need close observation of
a few \\,Iltt r=and students d(\mL the entire writing process b\’ well-
trained observers who follow their observations with intelligent,
probiny interviews, This method of investigation seems the one
which will vield the basic data and cone epts which will be tested and
developed by other means of inves tiga tion.

e Deplicationr by Teadhing

It writers don't wrilv what they know, but to learn what they may
know, there may be significant. mehmtu-;u: for teaching, especially in
thie arca of internal revision. "mmu of them are:

' _"\;?
N )

the writing process is the case studv. We do not need .

o
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‘::tupld kids may not be stupid. Students classified as slow. may
simply have the illusion writers know what they are going to
say before they say it. Since they do not know what they are
going to wrile, they may be paralyzed and not write. Juch
students, once they understand how writers write, may ‘be
released from this paralysis. Some slow students may then

- —appear-less-slow-when-theirwriting’ evmlves through towards a
subject.
Many articulate, verbal, glibstudents who are overrewarded fot
first-draft writing may be released frony the prison of praise an
high grades and encouraged to write much better than they
ever have befm’c

€

find wntmp., an adwﬁture In my teachmgﬁ of remedlal stu-
dents, the E\plul’f\tlﬂﬁ of a subject through many drafts is the
: single most significant motivating factor. Teachers constantly
‘make the judgment that their least motivated students will not
write many drafts, when in fact they are often the students who
' most qu’ﬁ,kly write maﬂy draFts once. they experiénce the

E“{plDFE :md more txme tD c"s:plnre it. _
Research into the writing process may reveal the process of
writing to teachers so tHey will allow their students to ex-' ,
perience it. . -
Finally, an . understanding of the writing process may give
literature teachers a new appreciation and understanding of the
product we call Lferature. They may be able to read in a way
which will help them discover the full implications of wh1t the

writer has dmne and is. dn ing on the page. . .—

M(.)‘:pt of thEEE 1mphcatmn5 could and should be evaluated by
educational researchers. The teaching of writing certainly.needs far
more professional inquiry than the subjective accounts, anecdotes ‘
from the trenches, which so many of us, myself included, have
produced in the past.

The new interest in the process of writing, rather than the product
of writing, opens the door for important and interesting regearchd/’

- - 3 a
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which can employ all of the tools of intelligent investigation, It is a
job which nreds to be done. The process of writing—of using
language to discover meaning and communicate it—is a significant
human act. The better we fuindérstand how people write—how people
think—the better we may be able to write and to teach writing..

Appendix: Writers on Prevision, Vision, and Revision
S
“
Edaand Albve: Writinkc‘ms got o be an act of discovery, ... L write to find out
wh.lt I'm thinkingt about.
AL Awden: Language is the sother, not the handmaiden, of thought;
wurd:«% will tell vou things vou never thought or felt before,

Jwme: Balileis: You gointoa book and vou're in the dark, really You poin with
a certain fear and lrvmbllnL You know one thing. You hnow vou will not
be the same person when lhh vovage is over. But you don’t Know what's
going to happen to vou between getting on the boat and stepping off,

Robert Bolt: Writing a play is thinking, not thinking about thinking.

Traman Capote: If there is nomystery, for the artist, to solve inside of his art,
then there's no point in it .. for me, every act of artis the act of solving a
mystoery.

From Conrare: Most often | come 1o an understanding of what Tam writing
about as [write it (ike the Lady who doesn’t know what she thinks until
she =avs it). -

John Dos s

Al Do When Fmosuccessful, Hind the poem will come out saving some-
thing that [ didn’t previously know, belitve, or had intellectually agreed
with. :

Robert Dazean: 1F Twrite what vou know, hore you; if | write what [ know, |
bore myself, thervfore ©awrite what 1 don’t know,

William Fanllner: It begins with a character, usually, and once he stands up on
his feet and be sgins to move, all Ldois troralong behind him with a paper

“and peneil trving o keep up long enough to put down what he says and

=r Curiosity urzes vou on-—the driving foree.
3 24 ) 14

dues, )

Carbenel Fielding: Writing to meisa vuy;&v, an odvssey, g discovery, because I'm
never certain of precisely what T will find.

E. AL Forster: How' do 1 know what | think until | see what 1 sav?

Robert Frost: For me the initial delight is in the surprise of reniembering some-
thing I didn’t know dknew. ... Thave never started a poem vet whose end
[ knew. W rltm;_, Jd puem is dlhulu'rln}z,

Christophér Brie My trouble is I'm the sort ofwriter whoe only finds out what

he’s getting at by the time he's got to the end of it

Rerer Gaddor: OF course one never knows in draft if iU's going to turn out,
even with myv age and experience.

Joarne Grecnhe ry: Your w riting is trying to te Al vou 'snml:fhlnh Justlend an ear.

Grakam Greow: The novel is an unknown man and | have to find him . ...

=
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Nanew Hle: Many an author will speak of writing, in his best work, more than
he actually knows.

Rabert Huwden: As you continue writing and rewriting, you begin to see possi-
bilities you hadn’t seen before. Writing o poem is always a process of
discovery.

Shivley Huzzand: | think that one is constantly startled by the thm;,-a that appear
before vou on the page when you're writing.

Georee V. [ligeins: Thave noidea what Tl say when [start a novel. work fast
so 1 can see how it will come out.

Cerelia Flolland: One of the reasons a writer writes, | think, is
reveal s much he never thought hie knew,

Williwm 1 e [ don’t start a novel or a play saying, “I'll write about such and
such.” 1 stirt with an idea and then find out what Pmowriting about.

Gabwar Kinnell: 1start of fbut Tdon't know where I'm going; Tiry this avenue
and that avenue, that turns out to be a dead end, thisisa dead end, and so
on. The search takes a long time and | have to back-track often.

that his stories

Stndey Kunitz: For me the poem is ahvavs something to be discovered.

V.

Marsaret Lowrone: Each novel is a kind of voyage of discove
overy ... you can smell the
1l

Denise evertors Writing poctry is a process of di
poem before you see il ... Like some anis
o Dav Leari: First, Tdo net sit down at my desk to put into verse something
that is alreadv clear in my mind. If it were clear in my mind, I should have
no incentive or need oowrite aboul it owe dor ot write in order to be

understood; we write in order to understand,

Bermard Malomad: A writer has to surprise himself to be worth reading.

William Matthezes: The easiest way for me to lose interest is 1o know too much
of what I want to sav before [ begin,

Marv MeCarthu: Every short story, at least for me, is a little act of discovery.
A cluster of details presents itself to my scrutiny, like a mystery that Lwill
undvlsmnd ir the course of writing or snmetimes not hlh\: unhl after-
ward. . a story that you do ot learn something from whlh. you are
writing -it, that does not illuminate something for vou, is dead, finished
before vou started it

Avth Maller: U'mi discover m;q it, making up my own story. [ think at the types
writer,

Henry Mdlors Writing, like life itself, is o vovage of discovery.

Alberto Moravia: One writes 1 novel in order to know why one writes it. -

Wright Marra: The language leads, and we continue to Follow where it leads,

Flannerp £YConr: The onfly way, [think, to learn to write short stories is tp
write them, and then try to discover what you have done.

Lagereie Qs
votntry
has explored.

Jales Rewand: The impulse of the pen. Left alone, thought goes as it will. As it
fullows the pen, it loses its freedom. TE wants to go one way, the pen
another. It is like a blind man led astray by his cane, and w hat T came to
write is nolonger what | wished to write.

sood: Writing s like exploring . .. as an explorer makes maps of the

he has explored, so a writer's works are maps of the country he

111
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Difernal Revision

Adricezne Ricl: Poems are like dreams; you put into them what vou dont know
vou know,

Charles = You never know when vou begina poem what it has in store for
vou.

Willum Stattord: 1 don't s n of something already

a jobrof:

[R)

wwriting as a conimunicati

experiment. [ts like any discovery job; you don't know what's going
happen until you try it

Murk Strand: What Twant to doin a poem is discover what it is that [ have to
S0y

Johe: Ulpdike: Writing and rewriting are a constant search for what one

5
=Aving.

Kurt Vonnegnd: 1t's like watching a teletype machine in a newspaper office o
see whal comes out, -

Duend Wagoner: For me, writing poctry is o series of bewild
search for sumething that remans Lirgely unknown even when you find
it. :

Rabert Pene Warren: A poem is an eaploration not o working out of a theme.

ing discoveries, a

Thomg= \Willam-: A writer keens surprising himself .. he doesn’t know what
he s osaving antil be sees it on the page.
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8 Research Strategies for the
~ Study of Revision Processes
in Writing Poetry

Ciabrie! M. Della-Piana
University of Utah

Given a piece of paper and a pencil or charcoal, i a very few
minutes it becomes obvious even to the most ardent beginner that he
or she knows nothing about drawing. The novice artist readily admits
there is much to be learned about the medium. On the other hand,
the beginning writer of poetry does not so readily adopt such
humility. And vet one suspects that among the most expert and
significant writers of poctry there is a critical set towards one’s own
work, an attitude of “there is much te te learned” in each picce of
writing. One suspects that a distinguishing feature of those poets
who become masters or innovators in their craft is the drive that
sustains critical judgment and revision of a piece of work until it
approaches whatever the workisintended tobe oris in the process of
becoming.

But why study the revision process? James Dickey suggests that
the poetic process is not known or knowable (at least the more
delicate parts of it) and maybe shouldn’t be, but his own analytic
writing illuminates parts of the process, Among educators, there is
some speculation that skills and interest in imaginative writing
decline through the school years for large numbers of students, but
very little data is available concerning the nature of writing processes -
or their course of development over the school year. It is no doubt
generally believed that one cannot assess the complei skills involved
in imaginative writing. But student writers and their work are
regularly assessed for various purposes, and student skills and school
programs are routinely evaluated in order to make program deci-

s10N%- _

My own view is that it is impossible to assess, elicit, or opera-
tionalize completely any part of the complex process of writing a poem.
All one can do is arbitrarily isolate parts of the process and examine
thern. The pursuit of a description of revision processes, however
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idiosyneratic or unfathomable they may be, might uncover new
knowledge or confirm conventional wisdom. in either case, the very
complexity of the task may.itself cause us to understand more about
the learning, performance, and assessment of this critical part of the
writing process. To help researchers explore l‘hl% c;umpleuty, I shall
rategies that ha e both for
2t 14 some

_propose a set of rE';cath
“obtaining descr revision proces
data-based hyputﬁﬁ,‘seg concerning (1) the nature of revision pro-
cesses; (2) the developmental stages in revision abilities; and (3) the

ways writers move from one developmental stage to another.

What 1s the Revision Proces 5'

Revision in the writing of poetry is ot solely editing and polishing
after a work is largely finished. It occurs prior to and throughout the
writing of a poem until completion or abandonment of the work.

Revision is both the discrimirution or sensing of something in a work
that does not match what the poet intends or what the poem itself
suggests and the sunthesis that brings the writing closer to what is
intended or suggests the way that this might be done. Revision is not
“making a poem be tter,” it is making the poem more gonsanant or,
cnny*usnt with &me's irmgc uE what rhe piece nF writin% is inten’ded

ph%he thﬁu;‘h pcrhap5 more often the pmem is abandnned bef@re
that goal is reached. One formulation of the process of achieving
an,rur; ncy is represented i Figure 1. There'is, of course, much still

) be done in specifying model elements, processes, and relation-
shlpa Yet such a formulation can'guide the development and va]lda—
tion of assessment procedures and intervention strategies for thE
study of writing-as-revision. A writer is séen as one for whom
preconceptions (concerning style or what the writer intends for a work
to accomplish) guide preliminary work (written, spoken, sensed, or
thought) and then provide thé criteria against which one makes
discriminations as to what the work does or whatitsuggests. Dissonance
—lack of congruence between what the work does and*what the
writer feels it should do—mav then follow with'or without associated
lension. The tension may be a concern by the writer that the work
does do what he or she intended, but that one is'now dissatisfied with
the intention and wants te change the preconceptions. Or the
tension may be a concern that the work does not do what the writer
intended, and one now wants to change the work. The writer may
resolve this tension by lumluphzﬂh or re-seeing. The re-seeing or
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' Preconception and Set

% |nitial vision of what the
work will ba

o Stylistic preferance

& [ntended affect of the
work on othars

& Beginnings of the work,

e.g., a word, phrase, idea,
character, or feeling

Discrimination

®  Seeing what the work
does or does nat do

Seeing what the work

Reconception

* s Hesolution of the
dissonance and tension
by:

# Revision or change in
preconceptions

# Revision to get the
work to do what i3
intended

® Revision to remave

abstacles to a
satisfactory resolution

itself suggests as to what
itisabout

Dissonance

* Speing matches or
mismatehes between
what the work does,
what one intends, and
what the work itself
£uggests

&

Tension .

® Concern with getting
the wark to do what
one intends or what
the work itself suggests
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revisions may have to do with changing preconceptions concerning
stvle (or other matters), secing how dne might change the_work to
make it congruent with one’s inner vision, or seeing how one may
remove obstacles to attempting a resolution. There is no implicaticn
here that this is all a conscious process; that the elements described
sequence; or that one will see dissonance, feel tension,

Flow ina fixed

of {ry o Tes the tension by
perception of what the work does. Indeed, “obstacles to revi
possible at any point: preconceptions may be sustained that limit as
well as help; discrimination as to what a work does may be limited;
dissonance may not be sensed; tension may not be felt; and reconcep-

S intention with one'’s
ion” are

vatching one's

tion may be avoided.

This view of the revision process suggests measures of perform-
ance such as the writer's range of preconceptions, sets, or stylistic
biases; the intensity nf tcmmn its frequency, or its duration; the
range of clements that mav produce “dissonance”; and the persis
tence and varicty ¢f ways in which one attempts to resolve the
dissonance. It also suggests obstacles to be removed such as no
perception of dissonance, no tension from dissonance because of
audience approval, avoidance of perception of dissonance and ten-
sion, a narrow range of stylistic preferences or discriminations

against which one may¥ 1;{5:,0 one’s own work, or limited strategies
for re-secing the work when dissonance is perceived and tension ix
felt. Such wbstacles suggest that the development of a writer must
s and that the understanding of writing as
sessment.

take place oyer many.year
revision is not easily captured in a one-time brief as
This conceptualization of the revision process does not imply that

there is only one pracess or set of processes shared by all writers. A
description of the process would no doubt demonstrate the nature
and extent of diversity in revision processes both within a writer and
between writers, vet idiosyncratic descriptions may well tead to the
dlsLLt\urv of LUIT]FHUHJIIUL‘ The clements of the 1evision process
outlined will, of course, focus the investigation on certain questions,
It is important, however, that the methods of investigation leave
open the possibility of discovering diversity in revision” processes
both within a poet and between poets.

Theoretical Pluralism

ion processes increases

The probability of representing diverse rev
with the diversity of theoretical views bratght to bear on the subject
and with the conflicting or overlapping findings they generate. The
are hcrs frnm different disciplines pruduge

multiple viewpoints of rese
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ss. Starting withya

a happy diversity of variabies in the creative proce
psychodvnamic orientation, one researcher (Rothenberg, 1970)
looked for commonalities in the nature of inspiration and insight in
the creative process of writing poetry. His hypothesis was that the
poct starts by uncarthing problems which are aesthetic metaphors
for pesonal conflicts (@ mood, visual image, word, or phrase). The
problem s - sometimes  difficult, tvn%inn%\r'mising, and anxiety-
provoking, as evidenced by the poet’s interrupting other activities to
jut down words or do other waork an the poem. During the writing of
sh activity and sudden insights

the poem, there are occasions of fever
as to what the poem is really saying, coupled with some relief of
tension. If anxiety leads to a picce of work that allows later recogni-
tion of its source, this may produce pleasurable anticipation and
gratification that lead pocets to court the process of attaining these
states again and again.

Another investigator (Emig, 1971), influenced by cducational
considerations (.e., what and how to teach), derived a ﬂ'nnprélwnﬁiw
outline of ten dimensions of the composing process from analysis of
case studies of sixteen and seventeen year olds. The major categories
of the composing process identified were nature of stimulus, prewrit-
ing, planning, starting, composing aloud, reformulation, stopping,
contemplation of product, and seeming teacher influence on the
piece. It is cleai that revision {or reformulation), though only one
dimension in Emig's outline, occurs throughout the entire composi-
tion prm’*vs‘% The influence of an educational frame of reference is-
apparént in both the methodology of the study (students were asked
to recall prewriting and planning, evaluate teaching of writing
experienced, recall writing ‘done in and out of school) and in the
findings (though categories were evolved inductively, they reflect

educational concerns).

Some rescarchers focusing on the poet’s audience have come up
with typical reader responses and sources of difficulty that have
implications for poetic revision (Richards, 1029; Squire, 1904; Terry,
197.4). Thus, in judging a picce of literature, the reader is influenced
by technical presuppositions (e.g., concerning meter or metaphor)
and sentirentality (e.g., a piece of writing should have a happy

ending). Since the writer rereads a piece of work in the process of

revision, these investigations of reader response may. be useful in
sugpesting categories for revision. This literature is also useful for
suggesting audience response variables that might influence the
writer or that might be taken into account by the writer tryving to
reach a specific audience.

The poet writing about his or her own process brings special
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mfslghtg missed by Oth{‘l“ viewpoints. Thus, Henry Taylor (1974,
pp- 59-68) refers to the poem, rather than his own intentions, as

determining the changes he makes in rewriting. Chad Walsh (1970,

chap. 11), in a chapter titled “Poets at Work,” describes a process in
which “gradually .. .ir the very [act] of setting words down ... [the
poet] discovers what itis thathe (or the poem) wishes to E‘(pl’E‘SS At
this point he is ready to. .. begin rewriting the poem on the basis of
his-clearer underatandmh of it” (p. 147).

The linguistic analysis of poetry, or styh;hcs (e.g., Sedelow,
1970; Sedelow, Sedelow, & Ruggles, 1964; Russell, 1969; Bailey &
Burton, 1968; Thompson & Weiner, 1972), leads to quite different
categories of poetic elements than the more comprehensive work by
Hildick (1965) which takes into account “intentions” of the writer.
Russell identifies “distension” as the poetic pressure of stretching a
linguistic relationship so that it confers a linguistic effect upon
speech. The introductory lines of “A Refusal to Mourn the Death, by
Fire. of a Child in London” provide a good example:

Never until the mankind making
Bird beast and Flower
Fathering and all humbling darkness

Thé intrusion of an ¢ntire adverbial construction between “the . ..
darkness” puts the construction under heavy pressure to perform its
English language function. Work on computer stylistics (the use of
computers for quantitatively rigorous studies of style in natural
language) suffers currently from a deficiency in the discovery and
rigorous deéfinition of analytical categories. However, this kind of

work has potential for the Spetzlﬁmtmn of categories of poetic

language that would be useful in the study of revision prosesses.

And if one were to approach the study of revision ?ngm the frame
of reference of the technology of behavior analysis and training, one
would look for instinces of how the poet is influenced by or makes
use of feedback (its immediacy, specificity, relevance, sources, ways of
lmtmt'n;_% whnt uumequemes UE wrmﬁ;&3 remfurw bad habits or
mtE!fE!’L wzth wrltm;ﬁ. What I:i,m 1llu5tratmg is zlmply that in the
search for the idiosyncratic processes of revision, a more complete
account is likely when one welcomes diversity in theoretical notions
or frares of reference. -

-~

Criteria for Selecting Research Strategies

The conception of fevision processes outlined earlier and the assump-

113 :
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tions stated there concerning the value of a variety of thegretical
frames of reference influence the selection of research strateiog, the
Kinds of questions asked, the kinds of data seen as relevant, datas
gathering procedures, and procedures for data analysis and inger-
pretation. In this section, some of those assumptions will show yp
again. But before making specific suggostions for research, T want to
lay out brictly my biases concerning what eriteria should guide the
selection of rescarch strategies. 7 .

Methodologival pluralism, Rt:‘SEﬁI‘fhf‘fS“’éhﬁuld consider the aseof a

» combination of rescarch methodologies, Emig (1971 oulliney the
variety and limitations of data sources foy disciplined inguipy inte
wriling processes: the accoints of established writers concerning
their own work, accounts by athers s Concerping ‘the work of writors,
dit ctives concerning the writing process by writer-teachers, thes-

retical slatements, and vmpiriml rescarch, The LunHlleh data”

gencrated by these sources are an excellent starting point for Fupther

research. L ll\t‘\\’l'ﬂ; document amalysis (pevision manuse ripts of
T poets), absery .Hmn interview studies of poets teaching (ludfﬁm\x,
poetry of novices), observation-intervieiv studies of poets rewriging,
studies of audience (reader) response, and lopgitudinal studies all
vield different kinds of information. The valye of plmnud Nllmll:.lh
in methodology for generating b vpotheses and uncovering more and
richer descriptions of underlying processes is most apparent where
the ph( nomena to bv studwd are so L(H'ﬁr’l’{”\ Jnd resistant h?.ﬂ\ ?N%!\

h.lppv mutations.

Sensificihe to complevite. A research methodology sensitive to the
compleviti- of the revision process will focus initially on generiting
hypotheses rather than testing them and on identifying critical
variables rather than manipulating them. Thus, deseriprive seudies
will be more valuable than formal experiments or treatmeat spudies
unless the ltter are combined with deseription in such a wav as to
uncover the conditions under which development, learning, of pers
formance naturatly occurs (Nesselroade & Reese, 1973), The need to
consider behavior in all its complexity is well gllLl!ﬁh’d{(}d by Willgms

~(1973) in-a series of animal and human technological blunders, The
story of a species of tit bird illustrates his position. Omithologjsts
studied tﬁv bird inits natural environment agqa prelude to replicating
that t‘nxlmnmvnt ina 7oo. But the simulatiop appeared to Lack some
critical - eh‘nu:‘nt The parent birds repeatedly pushed the newjy:
hatched voung out of the nest to their death below, The aritholo-
st FlmHy convinced that adaptation to the zoo environment would
not take- place, returned to the natural habitat to observe. Two

S o 113 ow
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elements stood out that appeared to account for the problem. First, in
the natural environment whenever foreign inanimate matter fell into
the mest, it was pushed out by the parent birds. Second, in the nagural
environment food was so widely scattered that the parent birds were
gone a'long time picking up food for the young; thus, whenever the
parent birds returned, the young were chirping, In the zoo replica-
tion, food was casily accessible and the parent birds found the young
asleep, like inanimate objects. Thus, even a careful description of a

" complex environment might miss some important clement.

Strong hupotheses. It is not uncommeon for researchers in instructional
psychology and education to formulate and test hypotheses that are
quite believable and contribute little to the account of what produces
observed variability in human behavior. What is needed is “thesfar-
out idea that seems to contradict existing knowledge” (Hebb, 1974, p.
78). If no experiment could refute one’s hypothesis, one is not likely
to add any new knowledge through one’s investigation (Platt, 1964).
Or put differently, what is needed are strong research hypotheses,
strong in the sense of being farsout hunches that might account for
variance in writing ability. They must also be strong in the sense that
the hypothesis is tested by proposing counterhypotheses which are
consecutively tested until many are excluded and those remaining are
substantive. This suggests the need for long-term immersion in a
field of study and careful analysis of a wide range of data v find the
inconsistencies or regularities that may generate such hypotheses. |
don’t know what those hypotheses will turn out to be, but that is
why the research methodologies I recommend emphasize pluralism

of approach (to generate more variables, hypotheses, inconsistencies,

and regularities) and emphasize description over hypothesis testing
(to generate new hypotheses and more significant variables).,

- The Criteriont Probilem

One of the problems facéd by the researcher dealing with poetry
writing is the lack of an agreed. upon criterion as to what “good

_poetry” is or indeed what poetry is. In the discussion of elements of

the revision process, I spoke of a poem being finished when the work
was seen by the writer as congruent with the intended goal. Obvi-.
ously, for some writers the work is always experimental, always com-.
pletely unsatisfactory, and thus never finished. For that work that
is “finished” or abandoned, there are so many notions as to what a
poem should do that no single criterion of excellence may easily be
agreed uponfThe researcher studying process may largely ignore the
criterion question and simply study the process of revising whatever
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- itis that one calls poetry in the study; or the criterion may be decided

separately for each studv.

In my own research the poem is considered to be for a n audience.
That audwnu' may be the poet or may include the poet. Shapiro
(1953) writes, "A poem must do what it says. . .. If the pocm says [ lore
i, the umda must act out this conviction ﬂﬁd fecling in such a way
as to convinee a reader that the act of love is beyond question real”
(pp. 43, e4=05). Or from Dickey (1904, pp. 9=10): “One thing is”
certain, if the reader does not, through the writing, gain a new,
intimate, and vitgl perspective on his own life as a hunmn bemg,,
there is no poem at all, or only a poem written by a collective [‘lﬂll}"
called "Modern Poctry, Period 1945-1960. ... Whit matters is-that
there be some real response to poems. ... " And, of course, there is
Dylan Thomas (1961): “Poetry is what in a pucm makes me laugh ot
cry or vawn, what makes my toenails twinkle, what makes me want
to do this or that or nothing. ... All that matters about poetry is the
enjovment of it Lowever tm;qu it may be” (p, 53),

Procedurally, pinning down the criterion may involve a simple
Q-sort or ranking (see Stephenson, 1953, for the procedure and
Della-Piana, 1971, for an application to poetry ratings). But ulti-
mately one must get thoroughly immersed in complex performances
in order to come up with 2 measure thnt is significant (Della-Piana,

1974]. . :

Suggested Studies«

If [were to guess atvrhat might be a highly significant direction for
‘rescarch on revision processes, it would be the pursuit of one

question: Wit are fhe :'nrig'ffré of seaws wond conrses n['Jr‘ylupmmu‘ by selich the
poet yemioves the obsbucles boorivision? would of cour e study the obstacles
to-revision throughout the writing of the poem. Initial oBstacles are
preconceptions which can be hindrances to seeing differently and to
secing what a poem does; following them are the vbstacles of the
appreciative audience (including the poct) which limit one’s vision of
what a poem can do and one’s objectivity in looking.at what a given
poem does. How do poets remove such obstacles? What are the
courses of development over time of the ability to remove the
obstacles? Getting specific about these questions is not & simple
matter. Try vour hand aFit. Remember, “Alwavs the more beautiful
answer who asks a more beautiful question.”

In"the remainder of this chapter, | will propose some research
s for the study of revision processes in writing poems, My

strategi

%

*ow

oy
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3 i
focus is on some of the key manifestations of obstacles to revision
and on the wayg in whifh paéts remove theﬁe Gb:ta;lég I will discuss

ments and structur-_zd gbservatmna Epecxﬁc queshgna or hprthEEES
and illustra tions of the kinds of research procedures that might prove
fruitful-are presented in connection with each data source.

Aviilable Documents us Data Sowireds

- Certain kinds of available documents will provide data on obstacles to

revision and on how poets remove obstacles. They include auto-
bi(ygraphy and biography, poetic criticism, poets or teachers on “the
craft,” accounts by poets of their process in writing or revising a
poem, revision manuscripts, and research reports. There are, of
course, other categaries of available documents, but these serve to
illustrate the broad range of available data and the kinds of studies
that may be carried out with this data. Examination of data in a wide
range of available documents can generate definitions of possibly -
nganlLant UbEtﬂLlE% tn revision nnd humhes as to haw the wrlters
a source or be‘twcen sources can é.tlmulate the g Eeneratmn ﬂf stmng
hypotheses. Some of the déFailed descriptive data, though gathered
or recorded for other reasons, can easily be used in the study-of
revision. The summaries that follow are intended simply to illustrate
the richness and variety of these data sources.

Autobiography and Biography

Sartre (1964), in an autobiographical account of his early years, tells
how he-first wrote for audiences of family and friends in the home;
losing: them, his wriling became clandestine, less audience bound,
more for his own pleasure. He began experimenting; once more,
however, he was drawn to an audience and by Iistening lost his
fabulous illusions. Finally he decided one writes for one’s neighbors
or God, and he chose God. He thus did not write to please and
became clandestine and more experimental again.

Dickey (1970) tells of changes in taste over time. He liked Stephen"
Spender but later found him stylisticaily unimportant. But Spender .,
led him to Rilke, who influenced his outlook. George Barker and
Dvlan Thomas gave him “a sense of style.” William Hunter (a
university teacher) enulumg,ed him but also once said, ’ Dlgké}', that
play went right by me.” Monroe Spears helped him ™ to be less
apocalyptic. When writing for Coca-Cola, “I. was in it for the

L
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moneyt 7 The integrity came at night. . Ashman in New Orleans
was the hiest o comment jn print about Dickey writing o long (and
Dichey snvs “contused™ poem in Poctrv magazine: “He wrote that
there was a new breed of poets emerging: and some of them were
mplimtcd, but no one had the right
to be s complicated ev!” That had an effect: "Well,

slov e worked away fmm thc extiemely allusive kind of poetry | hnd
ite, doubtless very much under the influence, at
several removes, of Pound and Eliot, as well as William Empson. ... 1]
wanted to tind 2 way to be simple without being thin. This ldm

simple, and some of thé-m were

evohved over quite a long period of time. ... to an extremelv indi-
vidual kind of simplicity. . something hu‘ every level of the mind
Saceessible toa thld .md also ]L‘l\lan] LU”L‘},,L pmh, ssors . land]

ever, L. D also wante d to see if | umld W ml~. \uth n.nmm ¢ L‘k‘menb

in new and mavbe piulmr wavs. Hiked narrative.” Dic
to the contlict betsveen teaching and writing (ener;:,i'e% fm‘ one
dimimish when doing the other). He speaks of one of Doc Watson's

best and fastest flat-picking pivces called “"Nothing to It” as an
example of what he strives for.in poetry: “the ability to do a thing
thoughtlessly and do it right.” He speaks of the steady involvement
with the materials of his art and the assumption that at the beginning
of the writing of a- poem, the {irst fifty ways [ try it are all going to
b \\xun;f”; e also speaks of writing s that the passion in a poen is

bualt up in such o way that it is “conserved and alwavs available”

‘*ﬂfvmr attention i» given to spe cific discriminations as to what needs

st Thus, in the poem “The Firebombing,” originally he had a
section out of a technical manual on radar and on speeds at which
wheels and Haps let down: . and then it occurred to me that, to
anybody who hadn’t Hown, it weuld be very boring. So | made it a
maore impressionistic version of a combat flizht nnd thought that if |
sect of
fe or the

did it this wagit would have greater impact. ... 7 On the s
the nbaL\‘ le ot outside pressure, he savs that ! pub]u presst
pressure ot liter Ary-groups on poets to write about certain subjects
rather thm other subjects is the very death of the poetic im-
pulse. 7007 Vet he is very much concerned with communication: “|

wanted immediacy, the effect of spontaneity, and reader imvolvement
muore than anvthing else.” .

For bioeraphical accounts of revision processes of poets including
Housman, Hopkins, Eliot, Blake, Dickinson, Poc, Wordsworth, Keats,
Fennv-on. Rilke, Spender, and others, see Bartlett (1951), The above
fiscussion does not, of course, exhaust the kind of data available in
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autobiography or biography. But it is clear that from such data one
obstacles to revision and the

may generate hypotheses concerni
developmental stages in ways of coping with obstacles.

Poets on Their Own Process

Though autobiography often includes accounts of revisions, there is
a special literature in which poets describe in detail how particular
poems were revised. Ghiselin (1952) and Tavlor (1974) give quite
detailed personal accounts. Taylor notes that another poet, after
hearing the first draft reading of one of his poems, advised him to
“keep the poem tight ... [and] it should be a Petrarchan sonnet.” This
influenced his revisions, but eventually the sonnet form was found
wanting because the background information necessary to the poem
required more than fourteen lines. Taylor describes a variety of
changes in the poem and exactly what appeared to make the earlier
versions discriminative for revision, including such things as relieve
the monotony of the meter; discomfort with the word upon when it is
simply an iambic substitute for vn; obtrusiveness of internal rhyme in
this particular case beciuse it emphasized the melodramatic quality
of the poem; get rid of the archaic “behold”; get closer to the meaning
intended (e.g., who made it too specific when he intended anyone, and

the story did not seem far enough in the past).

Revision Manuscripts of Poets
Theré are many available mariuscripts of poets, st -h as those in the
impressive poetry collection of the Lockwood Memorial Library at
the State University of New York at Buffalo. The Lockwood curator-
and staff are genuinely helpful to researcher- These manuscripts

include successive revisions of poems as well _ersions of critical

“ essavs and letters, published and unpublished. Works of William

Carlos Williams, James joyee, Carl Sandburg, Karl Shapiro, David
lgnatow, Stephen Spender, and many others are available for
examination by serious researchers. The manuscripts are not casy
reading. Some are clearly written, even typed with successive versions
of a poem retyped with notes by the poet. Others are collected as
they were written with revision written over revision. lllustrations
of this kind of data source are presented in a later section together
s. For an example of the kind of

with suggested procedures for analysi
analysis some poets and critics have made of materials in the
Lockwood collectior., see Arnheim, Auden, Shapiro, and Stauffer
(19.48) and Walsh (1170, pp. 134-152).
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Poctz and Teachers on Poetry

The literature of poetic criticism and of the craft of writing and
teaching provides another body of material already available for
analysis. A few ljustrations will give the flavor of this data source.

Shapiro (1952 comments, "It is difficult 1o imagine how the next

,d (g -

true poet will escape all the masters lving in vait. .. Javoid]
trination with talse mythos of culture heroram .. fand! destrov the
the one who

religion of specialization. ... The new poct is alway
outwits the guardians of the prevalent systems—and mostly because

he is not even aware of their existence” (pp. 71=72). Spender (1952)
writes, “Every serious writer is really concerned with reputation and
not with success . every writer is secretly writing for someone,
probably for a parent or teacher who did not believe him in
childheod - gradually one realizes that there is ahwavs this somec e
251 Dichey (196047 charges that

who will mat ¢ e s wute ip. |

“most of our contemporary poets are writing out into a climate of
poctic officialdom, or pre-tested approval, based largely on the

4]

principles which the New Critici has espoused, and on the
opinions of thosc who count in modern letters” fp. 10V,
With the support of the Teachers and Writers Collaborati
volume (Brown, Hoffman, Kushner, Lopate, & Murphy, 1972) of
teaching suggestions coming largely from poets teaching in the
schools has been published. And the books by Peter Elbow (1973) and
Walsh (1070) are also rich in teaching suggestions that include much

¢,

ion. Ciardi (1963) treats “what every writer must learn” in a wav
directly bearing on removing obstacles to revision. He speaks of

developing “an outside cve” in which one becomes reader of one's
own writing as it coming on it fresh. He argues that if writing is
rpproached with the conceptual buzz that started it loud in one's
head, it becomes possible to believe that anvthing one writes down i
that buzz. So the writer’s task is to read and revise his or her own
work to make readers busz (not every reader, he assures us) and to
make readers eyperience the buzz in their own being with nothing but
the written matter to do it. This wayv of using audiences to test
functionally the criterion of whether the poem works requires, of
course, knowing one’s audience, but it certainly can help remove

SOMe L'lbiihk'}(,‘é o revision.

and Theory

The body of literature on empirical studies of the poctic process is
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naturally broad. Reviews such as those of Gardner (1973) and
Kreitler and Kreitier (1972) give some notion as to the wide range of
disciplines bearing upon the analysis of poetic process. An entire
volume (B, H. Smith, 1968) has been devoted to the analysis of how
'pﬁrmﬁ end the relationship of structure to how poems end, the
cader’s prefercnce for closure or anticlosural endings, and even
ﬂpvullatmn% ‘bevond closure.” Some writers, for instance, will have
response sets or preconceptions that give preferéme to closure
related to thematic and formal structures in the poem. Such sets
certainly direct in a positive way the initial conception and develop-
ment of a poem and set up dissonance which the writer must resolve
it the LlU'%Ll"E dUE"’ not create thE‘ mt&-nded EH;th or creates an

set can alsn be an umatm_f-f (o revision if it kceps thc; writer Fr’um
seeing other possibilities in what the poem can accomplish and what
one s wriler conooreate by planned or random mutations.
Richards 11929) and Squire (1964), in studies of reader judgments
or response to literature, have demonstrated that preconceptions
have powerful influences on one’s response to poems. Their method
was to obtain, through observation and interview, student (ages
fourteen to sixteen) descriptions of their feelings, ideas, and opinions
or reactions which vccurred at the end of reading certain segments
of stories. Most frequent responses were interpretational (discussing
meaning), narrational (reporting story details or facts), litrzrary
judgment, and self-involvement. Those who had difficulty com-
prehending. gave more frequent narrational responses. Sources of
difficulty in interpretation included the following response sets or
preconceptions: happiness bound (demanding fairy tale solutions and
avoiding unplmaant interpretations), literary judgment preconcep-
tions (e.g., Is it “true to life” or ;,nnd description”?), irrelevant
associations, premature judgment, 2nd belief éystnnu {e.g., belief
that “popular girls don't like music’ dl‘:;tul ts a reader’s interpretation
UF a ler‘agtur or SIleJtlUH) The wnrk uF R:Lhards smd Sqmre is

(as r’eader of one's own wurk in pmcess) durm;ﬁ revision. Fur recent
extensions of the work of Richards and Squire, see Odell (1977) and
QOdell and Cooper (1970). For a novel-approach to assessing reader
response, see Millet (1972). -

The longitudinal study’by Loban (1963) and cross- -sectional devel-
opmental studies by O’Donnell, Griffin, and Norris (1967), Hunt
(1065), Gardner and Gardner (1971, . G, Smith (1240), and Terry

-+

Cabriel AL Della-Prana
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(1974 provide useful methodological exemplars for the tracking ot
the poet’s development over time in ability to remove obstacles to
revision. These studies mayv also be read toidentify possible “obstacle-
to-revision” variables or to generate hunches as to why certain
ion processes are exhib-

language performance trends related to revi
ited within or across age groups. For example, the Loban study
{grades three to six) and the O'Donnell, Griffin, and Norris study
(grades K to seven) revealed considerable restriction in the variety of
sentence patterns and constructions at all grade levels. Hunt's study

(prades four, eight, and twelvel also revealed a trend toward uni-
formity in stvle. And Gardner and Gardner, in a study of a small
sample of children in grades one, three, six, and njne, found that
sivth graders had the greatest all around literary development as
evidenced by understanding stories, selecting appropriate endings,
control of syntax and ideas, matching of story stvle to a model,
increasing cognitive orientation (i.c., characters think, doubt, bar-
gain, balance good and evil), and combining daring invention with
direction and control. However, grade nine children appeared hin-

dered in literary productivity by self-consciousness and self-criticism
or perhaps by the advent of more formal thinking. They also found
that some verbally gifted children can be identified at an carly age
and that some children at each age level are like the most talented
children across all four age levels.

P, (. Smith (1940) examined several thousand poems written by a
group of children ages eight to nineteen and found a drop in quality
as children grow older. Best bovs” poetry was in the nine to twelve
age range; best pirls’ poetry was in the fourteen to fifteen age range.
The study chmbined observation, introspection, and correlational
approaches.

Terry (1971 studied poetry preferences of children in grades 4, 5,

wach grade level (1,270

and o in a random sample of 15 classes at

-children) from 4 different states. The preference instrument was a

five-point scale with Snoopy drawings and the legends “It's great,” 1
like it,” “It's okay,” "I don’t like it,” and T hate it.” The question was
“How much do yvou like this poem?” followed by “Would vou like to
hear the poem again?” and “Could this be one of vour favorite
poems?” Reasons were asked for liking and disliking. The most
preferred poems were limericks (four out of five were in the top
s); reasons: like limericks, funny, rhym-

twentyv-five best-liked poer
ing words. Next highest were narrative poems (of all poems, the
first- and second-ranked were narrative— the first was “Mummy
Slept Late and Daddy Fixed Breakbast™; reason: humorous, tells a

i3y
44 .




O

ERIC

Aruitoxt provided by Eic:

120 CGabriel Al Della-Prana

too short, ditficult to understand, and didn't rhyme. Thus, the most
pn'pulnr poem% used 'th(;' vérﬁaculnr (nr:nt words that kids LISE); rhyme

[\L;\ erie thldren Luuld h{‘:ir the train coming), so ,nd (mﬁgm
twisters), humor (even when adults don't see it, such as in “We Real
N,

Cool’ .mn!mr experiences, and animals. Reasons for lack of popu-

- larity were not und=zrstanding imagery, absence of experience in

common ~ith the poem, shortness, and no rhvme. Students tended

se thev Wwere =

ty lose interest in poetry over the years (after a peak in grade four,

interest steadily declined). Most children did not write poetry, but
when thev did, they liked writing haiku even though they strongly
disliked reading textbook haiku.

Maloney and Hopkins (1973), in an e xperimental analysis of some
aspects of creative writing, have demornstrated that one i, through
use of reinforcement, increase the variety of student grammatical
responses and that certain responses (e.g., action verbs) were more
highly represented among sentences ranked highest in subjective

judgments-of creativity. Thus positive (reinforcing) consequencescan - ...

influence writing style. Ballard and Glynn (1975) took off from the
Maloney and Hopkins study and confirmed some of their findings,

“while demonstrating that self-management in story writing can

relieve the teacher of some chores, yet still vield effective results
within the teaching system used. This type of intervention study is
ler nnd puwerful in methuduluhv but L()Uld pmbably bEHEElt Frum

nnd Erum ‘:-lunners (1050, p. 3@3) fll‘bt unfurma*hzed prmuple gf
scientific practice, “When you run onto something interesting, drop
mvnthm; c;l-ﬂ_ and study it.” In the Maloney-Hopkins study the
“interesting” finding is that action verbs made writing appear more

interesting and creative to children in grades four to six. In the

Hal]nrd=Clynn qtudv the iﬁtere;tihg Fim'li'ng is 'tha't ih the last
thgu’ l'L‘IﬂEDFLEr!::) and then * tcndcd to read part!:- of thElr ;aturle*; tu
those sitting near them, and appeared to enjoy writing elaborate
descriptions that were often amusing to others” (p. 397).

The review by Kreitler and Kreitler (1972) is rich in studies of

characteristics of language associated with-specific reader-listener

response. For example, tense vowels, voiced consonants, and anterior

vn’wc’*lz are G\(p(’r"i{‘ﬂfi‘d as mare putént thdn IJ’( vowels, unvoiced

| pUN
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L oand s s in ) are more appropriale for
H 4

desiynating large objects; re (as in bef) smaller objects; and (1 rasin
bidr smallest abjects. Action verbs reduce the seriousness of writing

stvle and add to its concreteness, vividness, and personal tone. Words

mhine are seen as spatially higher than words like
willing and pluncine oven when they are all presented at eve level A
is most

appealing to readers, avoiding the boredom of complete prediciability
and the confusion ur lack of comprehension of high unpredictability.

The volume by Gardner (1973 is likewise rich in reviews of
provocative studies, including Chukovsky's observations of the lin-
guistic venius of the child ages two to five: Buhler's progression of
literary taste in children and Gardner's elaboration of the stages of
literary creativity; and Cardner’s specalations as to why, when most

children drop their creative linguage usage, some few xo on or

continue to be literary geniuses,

intluence that provides useful hunches for the study of the litecyele

~of the poet-as-poet, with emphasis on the relations among poets. The

book discusses parables, definitions, and revision patterns as me-
chanisms of defense, all directed toward Bloom's thesis that the

caperale insistence upon priority of Jdivination.

creat o nind has g d

This is obtained if necessary by misreading the intent or accomplish-

metits of ONe's precursors,

Suggested Studies of Available Documents

The use of available documents as sources of data for investigation
has both limitations and unigqe - advantages spelled out clearly by
Allport (1942), Selltiz and others (1050, pp. 323-329), Berelson
110521, and Webb and others (1900, pp. 88-111. The major advan-

i
cosses is that they provide information on rare and extraordinary

tage of available poaon! documents for the study of revision pro-

events in the inner and outer life of the poet. The advantage of
available empivical studies is that the difficulty of obtaining data on
poctic processes warrants making use of whatever data is already
available. If the deta are used as “partial evidence,” they can be of
considerable value for cross-checking other data sources, generating
hvpotheses for testing in more controlled ways, and identifving and
defining variables worthy of further investigation. Qutlined below
are three possible studies in which available docoments might use-

fully be emploved.
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For generating hvpotheses concerning developmental stages in
“finding one's own voice,” there are three phases one might go
through. The first phase: read widely to generate some theory of
development in “finding one’s voice.” One might fix upon a rather
well-developed theory such as that of Bloom (1973). Or one might
formulate a theorv. For example: there is a fixed sequence through
finding a master

which one must go in finding one’s own voice
imitate the master model, mastering the master, showing the master
wrong or different in some way(s), innovating, and mastering the
innovation. Or one might formulate a more detailed theory out ¢
the obstacles to moving from one stage into another, such as using
audiences for “approval” rather than the way Dickey or Ciardi would
use them: For example, an analysis by Bartlett (1951) revealed the
following functions provided by poet-poet interaction where a poet
uses another poet as audience: appreciation, availability, criticism
' correction, distraction,
ifting out of melancholy,

from a believable source, complementarines
ion, harboring, |

sCUS

emendation, ‘riendly d
loss of confidence, money, persistent objections, prai
criticism, publishing, recording, rescue from drink or drugs, ‘secre-
tarial help, shaping ideas, stimulation, suggestions of ideas for
poems, and sympathy. The second pHase: test the theory against
other material in available documents for consistency or elaboration.
The third phase: formulate some hypotheses and procedures whick
may be empirically tested in a cross-sectional or longitudinal study.

A second kind of study would aim at generating hypotheses con-
cerning developmental stages in what the poet finds discriminative
for revision. This kind of study also involves three phases. The first
phase: examine the corpus of available data to identify what poets

. precise

classification system for analyzing these disc
for reliability. The third phase: formulate hypotheses wh
validated in observational studies of the poet writing in structured
{contrived) or naturalistic situations. (For procedural suggestions in

can be

analysis of behavior, see the later section on empirical studies.)
A third kind of study would generate tasks or assessment proce-

dures that could be useful in the study of poetic process. The need for

s inwriting is obvious.

new measures of aspects of the creative proc
School learning measures (grades and tests) correlate poorly with
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—school or extracurricular writing shills (McClelland, 19735)
sement of
: but

ott=of
The a=sessment of writing =kills in the National Ass

Educational Progress studies has vielded provecative re

while later reports promise to get at ”n-writing.” the early rcpnrtzé
(Maswell, 1973; “Jntnula, 1973 NAEP 19735) do not discuss revision,

The richness of expressive language in some special populations fe.y.,

‘urban Blacks, American Indians) which has been amply documented

(Labov, 1970; Kochman, 19721 has not been lnppvd by current tests.
Early identification of the ve rhally & sifted is not informed by any large
bady of knowledge as to how t}we-v skhills develop or are nurtured.
Thus, the generation of a large number of tasks for observing or
sion process, would

assessing povtic process, particularly the re
provide a usetul base for gencrating mere information on the poetic
process in empirical studies and for conducting the selection and
classification decision research needed to improve current practices.
The development of such tasks is itself a creative enterprise. One
mav be informed by the literature on test development procedures
tment such as Educational AMleasure

represented in a Lumpth nsive t
ment (Thorndike, 19715 the preliminary manuscript by Della-1"tana
(19741 combining materials from the Praxis Corporation with tradi-
tional test development; or fackson, Della-Prana, and Sloane (1975)

| have mot referred to available tests of “creative prm‘vaav@”' which

T

on developing observation svstems.

is referred to reports of the National

include writing. The reader
Assessment of pfduc.—nimml Progress (1075), CEMREL, Inc. (Johnson,
1970), and Buros 11972), all of which are updated periodically. Still,
s0Me newer tests (l"g, Torrance, Khatena, & Cunnington, 1973)
may not have found their way into these sources, and thus a look at
rable.

current pssues of relevant ;nurn]lu would be
exhaust the possibilities: one must dig up
ibed above by immersion in

These proposals hardl
other tasks from the rich literatt
the material, sniffing around until sc
by its regularitics, inconsistencies, power, or obvious relevance. A

nething significant is picked up

prudmtlu ~tarting point would be the developmest of conceptugali-
sations of writing processes through an examination of J\’Jl]nblc
dociments mentioned above, then o survey of available tests of
writing skills to determine where there are gaps in the processes

assessed or in the validation of processes assessed.

Structured Observations as Data Sources

Most of the studies using available data sources should be conducted

132
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. The emphasis in this

before or concurrent with those suggested her
section is on directions one might take in empirical studies.

A 2 T
l!uih;.)t Proterences oy oepis

The ways in which poets might select audiences—or the ways in
which poets are influenced by ur actually do select audiences—have
ceen described in this chapter as central to the self-creation of
ssonance and the removal of other obstacles to revision. The use of
data on similaritics among judges in the attributes they use in
judging a poem is important to theories of revision processes in two
wavs: as 2 means of studving cognitive structure and as a starting

point for predicting (explaining) preferences using the structure
obtained. The work of Klahr (1209) builds upon considerable wor!

other measurement theorists to present procedural models for using
similarity judgments for both of these purposes. In Klahr's study
tv of pairs of alternatives are used

".ﬂ' ]

“ludgments” of the relative simil

to construct o model of the decision space of a group of college
admissions officers. This model is then used to predict the prefer-
ences of the officers. The accuracy of the predictions supports the

hypothesis that preference judgments are made on the basis of the ©
similarity of given alternatives to an “ideal” alternative. A studv of
poctic revision using Klahr's approach might produce the following

hypothetica!l findinges:

1. The average scaled values of attributes used i in judging a poem
among judges of such-and-such characteristics on a scale of 0
to 1.0 are communication clarity (1.0} .jnd crﬂftﬁm.lnshlp in
use of poetic devices (.7), with other attributes all far below (L3

or lower).

2. o judging the overall similarity among a set of poems, judges
respoid to (take into account) the attributes of communica-
tion clarity, poetic devices, and triteness to a succes ively
decreasing extent.

3. Al judges agree on the most preferred poem, and it has

maximum value on all attributes.

4. The greatest part of the variance in the quality of a poem is
predictable from the distances in perceived similarity of a
poem from the most preferred poem. Thus, for other judges

within this group, one could pn‘dut preferences from data on

perceived similarity.

This kind of data on judges would be an excellent take off for
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studies on poets’ uses of torwavs of relating tod audience reaction in
the revision of poems, Other reterences relevant to this approach are
Muessich 119503, Kur-hal (1940, 1204b), and Torgerson (1958),

R P B : A f1 |
(Mrsey bl stdies o 2 Do Jeacie

Empirical studies of the poet teaching mav be conducted to identify
what the poet tinds “discriminative for vevision” in the work of
student-poets,

There has been an increase in recent vears in the number of poets-
in-residence or poets in the schools. Reports of their work are
appearing in books and in the publications of the Teachers and
Writers Collaborative and Pocts and Writers, Inc. | have observed
ibilities of a rich source

pocts teaching and informally noted the pos
af data in the informal comments by poct-teachers about students’
work. Some of this literature is cited in the section on studies of
available documents. But a compendium of spedific examples of what
pocts see as discriminative For revision wonld provide much material
tor oL cloping measures of “revision-process” shills. These would be
useful in longitudinal developmental studies, treatment intervention
studies, or mixved Jesign studies,

Hildick's work (19651 has an amazingly comprehensive classifica-

tion of revi
usetul for enpirical studic

ions with numerous examples which could be guite
Physically, there are only three kinds of

alterations: sup=tituytions, deletions, and ipsertions. Taking into ac-

count intentions, however, the list is much longer. Here is my

summat - of the basic categories outlined by Hildick:

1. Tidving-up changes: punctuation, grammar, awkward con-
structions, redundancies, cliches, suppressing jingles, unin-
tentional puns,‘double entendres that disrupt mood of passage,
improvement of rhymes or readjustment of meter, loosening

cter, removal or

where writing is too fluent for a char
insertion of punctuation as intentjonal violation of usage to
., mixture of

create special effects (comic, emphasis on rhythm
thought and action, eted, insertion of repetition to give
incantation effect, and removal of a too graceful image.

ion, greater clarity,

[0

Power changes: greater accuracy of expre

or a balance between the two; better force of argument;

pillars of deletions and substitutions rising above words); sue-
cessful adjustment of sound to sense (described in Pope’s
preface to his translation of the il a5 obtained by Tew), e,

s
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the sharpening of a visual image. a Aite figh anong the conds, is
’ ' not as important as the fact that the pull and swerve are
transmitted to the reader by the caich of breath brought about

by a break, the paper Lite/lish ameny fleecy clonds, and the smoother

hich among; sharpening an image (makirg it more powerful in

' transmitting sense or emotion)—this can transform the
d merely competent into the exceptional by blurring a meaning,
but not dulling an image, in 3 way that increases its power;

changing dialegue, e.z., to better record a speaker’s reaction to

circumstances or to reveal inner stress;. readjustment of

timing (not chronological timing but the unfolding of ideas or

images, the withholding of a fact here and there, and pauses

without which the “message” comes rolling out too briskly);

readjustment of point of view, e.g., switching away from the

general omniscience of a character so that a new fact may be

d and another suppressed or so that the reader some-
times sees or knows two characters better than they know
cach other and, at other times, is restricted 1o experiengng
each of them through the cyes of the other.

disclos

essary many minor changes. These are changes that are a
matter of insight and good senses the insight, for instance,
warns a writer that a certain character would not, with his
background or habits, behave in a way that so perfectly
illustrates the author’s views on the welfare state, and the
pood sense insists that the author make the alterations
necessary to fit the character to the views:

1. Ideologically determined changes: changes made by an author

living, for instance, under a political or religious dictatorship
where the author is concerned about the social or personal

consequences of his or her writing or where the author
actually has o change of views (say, after several years).

The ragbag of types: changes dictated by fashion (tightening
or loosening of punctuation); changes to avoid what looks like
too loud or frequent an echo or imitation of another writer;
changes to avoid libel action; changes for purely mechanical
reasons (e.g., to fit a certain space); changes to adjust to the
taste of the writer's reading public; or changes to curb one’s
own idiosyncrasies, to diminish the risk of self-parody, or to

AT

avoid the old and familiar.

ns: to explode the

Hildick sees three values in the study of revi

O
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Jﬁd H‘\lh justify one’s own lagk u!“ yigd output or p:&tlt‘nce) tu
heighten appreciation of a particular writers and to give a deeper
understanding of the possibilities of language {to judge whether a
change was an improvement, to see a variety of changes, and thus
exg‘ltuﬂlv to be able to chovse one’s own changes or directions or
- one’s own voice). Mv major concern is with the use of such
ision processes, to direct research

strive fo
categories to better underst.‘md res
es. and to lead to better assessment procedures and

on these process
teaching practic

Hildick also presents conventions for the representation of re-
visions. In the first instance, a deletion in the-text under study is
followed by a running substitution made directly after the deleted

waord:
Tupe: Deletion/substitution

Convention: Draw a line through the word or phn

Representation: For esample instance

7, : G - .
In the next case, the substitution in the text was originally written
above the deletion; thus it is treated as an insertion:

k.
Tupe: Insertion/substitution

Convention: Underline the appropriate word or words
j

| Represenhition: For esample ins

|“The final convention is more complicated. The text being siadied
might look like this: - ' -

) any
, without the—slightest hesitation,
and thenp he would go.
The phrase “and then he would go” was written first; the phrase

“without the alx;,htvst hesitation” was then added. Finally, "any” was
substituted for “the slightest.” The representation of this is as

follows:

Tupe: Insertion jnto an insertion
Conventions Double underline g -

Represenfation: and then,

He would go
A research stratepy using behavior observation of poct-teachers

misht be as follows:

ERIC

Aruitoxt provided by Eic:
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Selection ‘of. poets: prepare a list of forty-eight poets using a
sampling procedure that identifies, say, younger, recently
published poets répresenting - diversitv of styles and cultural
backgrounds. -

Final selection limitations: set a limit, say, of six poets on the
basis of interest in the project, rate of writing, willingness to
engage in activities outlined, and representativeness from
among the styvles specified.

First solicitation of poets: ask all poets on the list-to .send
copies of their “best five” poems {published or not) and
answers to questions concerning the willingness to pai rici-
pate in the project by mail or in person. A further commit-
ment might be asked: to make available their notes on
revisions, read (tape or live) some of their works, and revise a
poem, keeping a record of the process. An honorariunt might .
be given to all poets responding fully.

Second solicitation: let us say that sixteen poets respond in a
way that makes them available for the next phase. Fach
might then be asked to send one poem with revision sheets
and comments on what they discriminated as cues for their
revisions. Also, they might indicate availability for coming to
the project site for five days. An honorarium might be sent to.
poets responding with materials as requested.

On-site study: six poets might now be brought on site for
five days of work. During this period, they could do the
following: (a) read some of their poetry to a group of five
students each and then give the students stariers to experi-
ment with one or more of their own experimental ap-
proaches to writing poetry; (b) provide feedback to the
students on their work in the form: “This | would revise,” 1
call it such and such” (e.g., trite, unnecessary words, etc.),
and "I would go about it in this way” (suggesting direction
but not actually revising poems for students).

Dotumentation: a record of the poet's contributions (written
' d mpéd n115,,hf be: L.c:pt alnn;, ulth theu‘ own summary DF

revision uf pﬂt‘mb from the \'1Ewpmnt of wnters teachens
and researchers. .

Transcription: material wuld be transcribed and:prepared in
form for afml\fm%

ot
C.3
T
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students in lin-
to generate

Analysis: material could then be analyzed by
guistics, litevary criticism, and behavior analy

descriptions of idiosyncratic revision processes (i.e., What was
! ,

~discriminative for revision in the poet’s feedback tostudents?)
P

and examples for each category. The intent would not be to
get a list of accepted rules for revision but to document the
variety of idiosyncratic styles for a given poet, for poets of
the same “type,” and for poets of different “types.”

Classification: summaries might be made of those character-
istics of poems that appeared to be discriminative for revision
together with examples and—where available—revised mate-
rial. In form, though certainly not in complexity, the analysis

‘might appear as follows. (Brackets in the original indjcate

words that were discriminative for revision.)

. Trite Phruse )
Original Revision
We ntust have seen . we must have
the- moon fwas and wane searched for the
forever moon forever
Unnecessiry words or phrases
We kiched the nervous we kiched the
Jut tup with our toes nervods dirt
Vnd we never! watched “watched cach
cach other’s eves as other’s eves
loselyd
Aaking o metaphor “happen”
thev flame up the trees they flame up
the colors dving thy trees
all Blackened C colors Jie in the night
ftor the night s commyl
< Abstraction or generalitu
VO were ;"l‘l'!t,'i'uiil'lg to teliminated)
}'\J\ iy !"u'c‘Jr? ) 2 !

Sources: suggestions for classifications can be found in such
works as Hildick (1908) and in the work of specialists’in lin-
suistics (e.g., Russell, 1909; Bickerton, 1969; Kiparsky, 1973),

computational stylistics (Sedelow, Sedelow, & Ruggles, 1964),
and poetic closure (B, H. Smith, 1908). Sce also The “Paris
Review™ Intereivies (Cowley, 1058; Plimpton, 1963; Plimpton,

[967) and others cited earlier.

3 .
(W) '
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Observational Stidiecs of the Povt Inepising

Some of the procedures described above for studies of the poet
teaching might also be used for the poet revising. My earlier sug-
gestions for selecting a sample and coding responscs would certainly
be applicable, For an interesting model of development task test-

interview methodology in the field of mathematics, sce the report of
Soviet studies in Kilpatrick and Wirszup (1969). A strategy I recom-
mend based on some preliminary work of my own is as follows:

1.

]

Have poets bring in their own selection of drafts of poems
they feel are worth revising.

Ask poets to tell why they selected a poem to revise and what
there is that they felt uncomfortable about (discriminative
for revision) and comfortable about (no revision needed).
In the initial contact with poets, the approach might be as
follows: “We are interested in studying how poets revise
poems. Very little is known about this, and we realize that
the processes may be so highly individual that theré is little
commonality. Nevertheless; we wish to see how a variety of
poets go about revising poems. Would you be interested in
participating in a study with us? What we want of you (and
other poets) is simply to sit down in our work space and
revise poems you select. We will make as complete a record as
we can of your work and then write up a descriptive account
of it. We can pay you a modest honorarium but, of course, for
this kind of work, no‘one could pay you what it's worth—it's
tough work. Would you like to participate? What is your
schedule like so we can call on you and set up appointments?”
Design the work space and try it out, refining the procedure
with a “pilot” poet before use with experimental poets.
Design the observational conditions to allow for a variety of
working styles, e.g., Will poets compose in longhand or use a
typewriter? Will they revise during prewriting or writing?
Will they be composing short- or long-term poems? Are they
disruption prone fcan't talk or be interrupted or have noise
while working)? Be sure to consider other environmental
details, e.g., coffee, interaction among poets. Also, design
conditions to overcome as much as possible the limitations of
similar data in available documents, e.g., deception (inten-
tional or unintentional), legibility, omissions, clarity of con-
ventions used by writer, specification of what was discrim-
inative for revision.

il

)
w
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The initial design might be” as follows. Set up a tape
f'tiﬂl’dél‘ in an C!E!SC’FVEIHDH room with vuice—activated mike
uf thEIr own to be revns;d and a theaaurus, a dlctmnary (an
emydnpedm?) paper (numbered), pencils, and pens. Then
say, “We are studying the revision process in poetry writing.
We just want detailed records of what poets do when they
revise a pnem' Here is one of your pném% to be’ revised and
as you dtSIFE to mala,e it a more puhshed, bettu puem in your
judgment. If you need anything, pick up the phone and ask
for it. Work aloud as much as possible when you are looking
up wards, reading the poem, considering revisions, and so on.
We would like a record of as much of your activity as possible.
When you write, do not erase. [Have poets use a pen?| Use
this paper in sequence if you can. Take as much time as you
need. Finally, the only real consideration you need make is
with respect to process. Leave a record of your every move if
possible, but work in the style with which you are most
comfortable. If you like talking out loud or can do so easily, do
it. If not, keep written records as much as possible. When you
are thruug,h we wnll go over ymxr wnrk ;md Lall you back

puems must sit fur day5 or years befgre you Flﬂ,lEh or
abandon them, but that of course will not be part of this
pmfed ure.”

pnets try to maLe a detmlgd cnns—-e;utwe r?mrd of what the
poets did in the process of revision. Get this record typed.

Make a set of “prompts” where there is some question as to
what the poets did, the sequence in which they did it, the
occasion or cause for doing it, and the consequences for

making certain responses.

Call a poet back; employing your prompt sheet in an inter-
view situation (the: poet should have a copy), use a stimulated
recall procedure td get the information noted in the prompts,

Develop a scoring or categorization system for “revision

129
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process categories” and have another permn score to deter=
mine reliability. : 7
9. Revise task, setting, scoring, etc., if necessary, and repeat the’
process with another poet.
10. When task, scoring, etc., seem appropriate, recall the study
group of poets one at a time and conduct the study.

Observational Studies of Poet Development .

Perhaps the most significant kind of empirical study of the poet
revising Jnd remmﬁing} ubstacleg to revisian is the trac’king of these

say thmgs hl-:e “she hag. curtain eyes or"he has ket::hup eyes, only
to see such ‘children later fail a test of metaphor in grade six.

Similarly, it is common to find children who cannot write a “poem”
but who write and speak poetry. We know little about the processes
that result in these outcomes, nor do we know very much.about what

goes on between the manifestation of early poetic talent in a child
and its later perfection, whether as imitator, master, or innovator.

Longitudinal studies are expensive and some say impractical. But

the combination of a cross-sectional and a longitudinal study is a real
possibility. For methodological suggestions on developmental studies,

see Nunnally (1973), Goulet (1968, 1973), and Hooper (1973). For
combining descriptive siudies in natural and controlled environments
with experimental studies, see Willems (1973). For introducing
treatment interventions during a longitudinal development study,

see Risley and Wolf (1973) and Baer (1973). For provocative hunches
on treatment variables for a longitudinal intervention study, see
Skinner (1972, pp. 333-344). Other than these general suggestions, I -
have little else to recommend on the kinds of developmental studies
one rm&ht Eﬁ@,age in betause thxs is an enormous task :md because [

developmental work can be undertaken wxsely

The first preliminary work must be the develapment of opera-
tional descriptions of the processes one would investigate (see the
section “Suggested Studies of Available Documents”). Then a cross-
sectional study across age groups prior to a longitudinal study might
be appropriate. In the cross-sectional study, one might proceed
generally as follows:

1. Select age groups (ages eleven, fifteen, nineteen, and twenty-
five to thirty).
Within each group, sample high verbal and low verbal

]
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persons as determined by a variety of measures, including
oral language (e.g.. retelling a story, peer conversation, oral
vocabulary tests), reading (vocabulary, comprehension), and

writing.
3. Design a wide range of assessment pmced-ue (see the f
paragraphs of the section headed "Suggested Stu

Available Documents” for references on assessm
tasks might include verbal abilities and skills (1550;:;1tmns.
vocabulary, metaphor, etc.); narrational skill (retelling a story
or making up a new ending or a new story in same genre);
writing long and short poems with and without revision and
with and without specific checklists for revision; choosing a
“ma%ter” .1nd indicatiﬁg,, vérbally and behavimm”y QnEiS ten-

ls;eepm;.,, a source nutebuok fur Pﬂem starters or |deag
describing the ways in which.an audience helps or hmdér;
identifying obstacles one is aware of in one’s work (no new
ideas or vision, lack of dissonance or discomfort with own
work, etc.) and giving examples of their existence and of how
one copes, has coped, or intends to cope with them.

4, Administer tasks to the selected sample. Analyze data de-
scriptively and for intercorrelation and trends with the aim
of refining the tasks and generating hunches concerning
developmental trends. Try to answer such questions as:
When does revision take place with different poets? Are
there developmental changes in the variety of behaviors
observed? How do poets break away from premature closure
on a poem? How do revision stimuli vary over age groups and
experience? How do poets generate their own dissonance for
revision when it does not occur natumlly? What sustains
revision when other things interfere (e.g., time, acceptance)?
What are the different revision processes for different types
vf pocts (e.g., inventors, troubadours, versifiers, objectivists,
masters of imitation, ete.), and how do they change over

times

=" Closure

B. H. Smith (1968, p. 36) says that “closure occurs when the

concluding portion of a poem creates in the reader a sense of
appropriate cessation....” In the field of research on composing, I
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feel the needed “closure” is temporary abandonment of talk about it
so that we may get on with the work. There are two writers I will
draw upon for this anticlosure: Skinner, for his' philosophy of .
science, and Joe Kirk, a poet, for his “all-humbling” poetic light.

Skinner (1959, pp. 359-379), who should be emulated as much for
his philosophy of science as for his findings, has given us an account

: oF hls own research behawm‘* as a case hlstciry in sc:entlﬁc method

enough abﬂut human behav:or to know how I‘;hE‘ scxentlst does what- ‘
he does” (p. 361). Thus, before we can conduct a functional analysis
of this, or any, complex behavior, we must-have many examples of it.
Two of the “unformalized principles of scientific practice” which he

makes use of in his own work are: Principle No. 1, “When you run
onto something interesting, drop everything else and study it” (p.
363) and Principle No. 5, “Serendipity—the art of finding one thing
while looking for something else” (p. 369). I recommend them to the
reader as useful response sets to add to whatever else is found useful
in thls paper.

amenable toa Funfhonal analysxs than is the beha\nor of the scientist!

We shall have to get many éxamplea of “poet revising” and “poet
removing obstacles to revision” before we can genérate the func-
tional analysis that is required, thus my emphasis on descriptive '
studies. But lest the reader think that anyone going about the

research proposed here will easily come up with answers, | abandon
this paper thh a humbling bit of a long poem by Joe Kirk (1974):

Aha! someone says with a snap of

d

!

T

(AR ]
] e |
L]
Lo

and never use the same finger twice

N
(I
gL



O

ERIC

Aruitoxt provided by Eic:

9 Helping Young: Children
Start to Write

Phillip Lopate
Teachers and Writers Collaborative

There used to be a debate when teachers of writing got together:
How long should the discussion go on before handing out the paper?
Some felt it was very necessary to stimulate the adrenaline first, to

start “he juices flowing, the memories rolling, the words bouncing

around in the students’ heads. Others favored a more poker-faced,
neutral style: a brief exposition of the assignment at hand, no more
than five minutes, then get down to writing. The latter group
maintained that a long, excited discussion might drain the students of
their urge to express themselves or.carry their energy to a disruptive

‘level inimical to quiet .writing. The first group, the animators,

cauntered that it was worth the nsk to génerate excntement about

muth more serious one:  What is the actual tausal relatmnshlp be-

tween speech and writing?

Part I: The Transition from Speech to Writing
It has always bééﬁ surmised that talking is a good prelude to w;iting

scene and cuntmllmg it Effectwely, have been leEt rather vague. Let
us say that a teacher wants the students to try their hand at a poetic
form, like a sestina, haiku, or list poem, or else at something more.
thematic, like writing spooky stories for Halloween. The normal way
to go about it—the instinctive, unquestioning way we usually do go
about it—is to have a discussion about i..¢ characteristics of the form
or genre, to give a few examples so that everyone understands, and
then to. ask the students to try writing one on their own.

[ am assuming for purposes of this article that some.writing will be
taking place in the classroom. Of course, the teacher could assign the
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writing for homework and spend class time on critiques, like a college

. writing workshop. But at the earlier grade levels it is often impossible

to set up such a seminar-atmosphere. The only way many children
will ever write is if they are asked to write at school. And getting
them to try it directly after discussion is as good a time as any, since
the ideas are still fresh.

During the discussion the teacher will probably want to draw out

~as many students as possible: for instance, with Halloween stories,

Encuuragmg, danerent chlidren to te]l a;tu..l scary thmgs thi’it hav;

ence. It is generally assumed that the more mterestmg the dlSEUS—
sion, the better the writing which will follow.

This is not necessarily true. If it were always so, life would be
much easier. What [ have found is that there is no way of predicting
the calibre of writing which will ensue from a particular presenta-
tion. Neither a juicy discussion nor a lazy, neutral, ‘or perfunctory
presentation guarantees the creative output of-the students’ works.
The discussion has its own dynamics and its own needs which I
ur-ually try to :ansfy the wrltmg is an enhrely anfErent activity.

ness and rf:fugm;,—,.tu tw the:m tugethgr, f!rst by zﬂndu;tm&, a
discussion on any area of life and literature, then by giviny: the
studc'n'ts the Optiﬂﬁ to write on w’hntever they EElt like=that is,

the assxhnment struck thE thldreﬁ (;lnd me) as perverge it perplexed
them. Some children tried to second-guess me by writing stories on

“the day’s discussion topic anyway, supposing that that must be what I

really wanted. Others struck off in an independent direction. Still
others chose to play around, while a select minority kept whining,
“What are we supposed to do?” | refused to tell them what to write
about; I wanted them to answer that question for themselves. In
short, much more fragmentation and varied individual response,
which isn’t necessarily bad, resulted from this tactic than from
providing a single topic.

Collaborative Class Poems
Collaborative composition is midway between group discussion and
solitary writing; therefore, it is in a perfect position to tell us
something about both processes.

Let us say the discussion has gone well. Still, SD'ﬂethmg is -
missing—1 can tell by their eyes; they do not look quite ready to
write. In order to illustrate the technique of writing poetry, 1 may
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decide to do a collaborative poem with the whole class. A collabora-
tive class poem is one in which the students call out ideas, and the
teacher writes them on the board or on paper. The teacher acts as
coordinator or scribe: depending on his or her personality or sense of
the class’s needs, the teacher can either include every suggestion
uncritically or else select some ideas and ask the group to edit or
improve lines. At the outset, the teacher might establish certain
rules, like repeating a verbal Fnrmu’la in every line (using “In the
middle of Halloween night ... " as a recurring refrain, for instance, to
stay with our Halloween ex ample) Or the teacher might have the
class improvise one continuous; open-ended poem. But however open
the form is, it will tend to suggest a closure somewhere along the
way: either the class will run out of ideas, or a triumphant twist will
be hit upon which naturally ends the poem—to cheers, if the picce is
any }iuud-—bﬂgau‘se there is nothing so miraculous as the spon-
taneous compdsition of an actual porm by a group of students who
didn’t know they had it in them.

. Then the teacher asks the students to try one “on their own.” Here
is where the teacher often runs into trouble, just when everything
seemed to be going so well. The handing out of paper is greeted by
the students with expressions of resistance, as if they were getting a
spelling test. “But it’s a poem, after all,” one may think with hurt,
“and they were just enjoying poetry so much.” What one fails to take
into account is the wide gulf that separates the social euphoria of the .
collective poem from the lonely individual effort.

‘One of the most important side effects of the collaborative class
poem is that it validates the social group. The pride cli.idren feel at
seeing their classmates and themselves pull off a successful collabora-
tive puem is the E’tultatmn uF bema part UF a wmmng team :md is uF

luné nuthmshlp It may bc as lmpnrmm for the studt:nt to expenencg—
that sense of group pride—indeed, in clique-fragmented classrooms,
it may be.more important—but the two satisfactions should never be
confused.

Even acsthetically, the collaborative dlass-written poem is not
just a tooling-up for individual work; it is a sort of invisible genre
in"its own right. The method of production, wih its peculiar
dem.mdgs fnf blpnding multiple \mites inm one stream uf verse,

to an !dtntlflﬂblt‘ style, Wlt,— fagt tt:jlpﬂ, apld LhﬂI‘IEES in pmnt of
view are the basis of that style, which gives some children’s collabo-
rative poems a very avant-garde surface (I include wit for the simple
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reason that children would be more apt to expose their humorous
side publicly than their somber side). | often wonder what will be
the lasting effect of collaborative poems on the writing of individual
students. [ secretly hope that the collaborative poem, on the board
for all to see, will provide a visual model for the appearance of
amodern verse—-the look of a poetic line, the uses of end-stop and
enjambment. And some children do pick up these things; but most
return to their usual style, rhymed or whatever. Certainly thea
reckless tempo, linguistic freedom, and subject leaps which charac-
terize the collaborative class poem rarely carry over to the individual
student’s work: This is probably because the liberties of discon-
tinuity which a thirty-headed intelligence can take, abetted by a
sophisticated adult coordinator, are uzzually greater than a single
mind working alone. The factor of anther’s responsibility. is eased in a
group composition setting, so that a student may feel free to call out
“crazy” ideas which he or she would not want to put down in his or
her own handwriting,

What is lost in one area is gained in another: very often the
individually written works are much more concentrated, satisfying,
and personally felt than collaborative poems. But without entering
into comparisons of quality, one thing is certain: compositions
wr’itten by a large group are r’ecngnizably diFFerént in s'tyle me

mmdb

The children see the collaborative poem as one klnd .of activity, a
form of fun, and the individual writing as another activity entirely,
more related to their daily schoolwork. We teachers may think of the
two as one continuous flow, but they don’t. No more than does a boy
when his father takes him swimming and supports him as he floats
and then casually removes his hand for a second to let the kid try it by
himself. No matter how casually you may make that moment of
abandoning support, the child is not apt to miss it.

Gning Under

Often after 1 have done a collaborative poem with o class and begun
introducing stage twao, several children will wheedle and beg, “Let’s
do another one. Come on, that was fun, let’s do one more together!”
And on those occasions when [have insisted that it was time to write
individually, the coyness and wheedles have sometimes turned to
ugly scowls. ‘

This has happened often cnough over the vears that | uncon-
sciously flinch whenever [ come to that transition point. | may try to

‘I_""
w
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introduce the individual writing as unobtrusively as possible—slip it
aver on them, you might say—but already I am bracing for a fight.
It’s one of the most disagreeable parts of being a writing teacher, this
power struggle. For an indecisive moment the tide can turn either
way. The antiwriting students know that if they push it strongly
enough, they can manipulate the situation into a free period. Mean-
while, the children who want to write watch silently, and the
neutralists are ready to go either way. | step into the indecisive
moment and impose-an austere, silent mood—a tyrant. Even when I
tell them that “you don’t have to write if vou don’t want to,” some
are still annoyed that the group entertainment is over, annoyed at

. the quiet drying up of social interaction.

| have only to think of the kid who had so many good lines to
contribute to the class poem but who fidgets in boredom and dismay

- once paper has been handed out. He stares around him, looks up at

the board’s instructions as if unable to believe that this is happening
to him, tries to engage the eye of another kid withthe hope of
promoting some merriment, and, finding himself shushed by the
teacher, begins to understand that he is absolutely cut off from the
consolations of human company. He is drowning without even being
able to scream for help. ,

To write is to have to go under, to dive into the deepest part of

\oneself. It was one thing to call out a few clever lines when everyone

else was talking, quite another to face the prospect of committing
one’s soul to paper. The panic on the face of someone'being made to
write when he or she doesn't feel like it suggests a loathing againstan
invasion of privacy: in short, a rape, against which cnly those
students_most in touch with their muscles’ desires are capgble of
defending themselves. Usually those students are called hyper}\iﬁetic
or, in simpler danguage, troublemakers.

I approach the boy.

“Tony, how is it that you, who had so many good ideas to give to

1 =

the discussion awhile ago, can tell me you have nothing to write:
about/" - '

He shrugs: that's just the way it is, boss. o

“Why don’t you try writing down the thing about the burglar
alarm—make it into a story.” :

He looks at me as if I'm an idiot. He has already delivered that
story to the public. Why tell it again? And in a way he’s right; I am

being dishonestly ingenuous, Why is it necessary to have a written.

copy of everything for posterity?

_ In some cases, students may lack reading and writing skills and be
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ashamed of having their ignorance exposed. Fine—then their reluc-
tance is understandable, and you can work with them on acquiring
the skills. But with other children there is no lack of technical skills;
they simply don’t see the necessity of translating spoken words into
written form. :

I keep circling around that chancy, awkward, difficult moment of
the progression from.speaking to writing, because in a sensc | feel
that the case of transition has been exaggerated. The pedagogy of
creative writing in the last ten years has continually stressed the
closeness of oral to written expression. This comparison is. valid,
especially if it can reduce the fearful attitude of people toward
writing as a mandarin practice and connect students to something

“they know very well how to do—talk. But there is the possibility that

we may be overstressing the similarities and underestimating the
differences between the two modes of expression as a false gesture
toward making everyone who has anxicties about writing weak-
nesses feel better, ' ’

“Don’t worry, speech and writing—it amounts to the same thing.” .
On the contrary. One can easily appreciate many people’s preference
for speech. Speech is sociable. Speech has the euphoric tendency to
rekindle faith in a social order. With every exchange it knits and
reknits the relationship betiveen people, Speech is improvisational,
relatively. unpremeditated, impulsive: vou open vour mouth not
knowing exactly what is going to come aut or when vou are going to
stop, but you trust ta your adrenaline to pull you through. The whole
body speaks through speech, not only the tongue. Speech rushes on,
it doesnt look back, it burns its bridges underneath. It is an
underedited tape of messages that erases itself in its headlong tlight.
Speech longs to go on forever, for an infinity, The last thing it wants
to do is stand still. Nor can it stand still, -

Writing, however, is more intentional. It is secreted from a more
underground, ambitious part of the will than that nervous urge that

“‘generates speech. People are right to be intimidated by writing.

Writing is intimidating and knows it. To pick up a pen is to seck to
force another’s thoughts in an extremely controlled, channeled
direction. Unlike the speaker, who mare charitably allows for a pe-
ripheral view of the surroundings, the author cuts off all exits and
forces the reader to- focus exclusively on the page. (
Nowhere is the difference in volition between writing'and speech
more evident than in"a comparison of material by those writers who
have purposely striven for a talky style with the reading of a
verbatim transcription. Stylists like Céline, Ring Lardner, and James

e
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M. Cain have all testified to the’-pains it takes to give written
language the natural, -colloquial_quality- of everyday speech. By
contrast, transcripts of tape- remrded conversation (see the Water-
gate transcripts) often have an otherwordly abstractness and lack of
voice that makes them maddeningly thin.

. Finally, good writing, especially poetry, is able to stand still—and,
rmt merely because the words are pinioned typographically to thie
page. It is the peculiar- charm of good poetry that its words can have

“an iconic, static power, in addition to, or sometimes even opposed to,

their utilitarian meaning, which arrests readers in their flight. A
good line of verse, to use Valéry’s simile, sends the redder back like a

pendulum to the beginning of the line.
*It has always been.felt that words have a certain power, when

.placed alongside specifically chosen other ones, to produce reso-

nances between themselves like adjoining tuning forks. And even if
most of the writing which our students do never attains that art of
vibrating particies, it seems to me that once they embark on the act of
writing they are already inheritors of the whole necromancy of
literature. They are practitioners, like it or net; they are already lost
to the world. They have begun on an uphill climb which could easilys
stretch to infinity. Don't you think they suspect this? Some of them
seem to be loving it. Others are groaning .. . Maybe those who resist
have good reason to balk at setting out on an activity whth is $0

monstrous in its pntentml demands,

Part II: The Moment to Write \ R

1t always amazes me, after ! have taught a creative wntlng lesson and

handed out paper, that the Ehlldren write any poeps at all. I could
never write a poem in such a vulnerable, exposed sifuation. Yet they
do ‘write often fine poems, at gunpoint as it were. Maybe there is
nothing so mysterious about this: they are reconciled to the rule of
authority, which tantmually experts production on the spot, in ways
that an adult would never dream of demanding:of him- or herself.
When | write seriously I need to go off by myself. Writing is a
solitary and private act. Yet the teaching of creative writing, includ-
ing in most cases the actual writing, takes place in classrooms with
groups as large as forty students. There is an embarrassing contra-
diction between the public character of the classroom and the need
that writing.imposes for quiet introverted space, which poses prob-
lems for our teacher that won't go away. )
Perhaps it would be useful todrawa d.etmctmn betwaen two kinds
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. of writing: wrltlng on assignment (such as daily newspaper columns,

 sional writers, to see what can be learned from these more developed

copywriting, ' bureau reports which must be done by a certain
deadline) and another kind of. writing (novels, poetry, hllusophy)
where .the demanding.agent is less externa) than internal. I mean

absolutely no slight when [ say that it is easier to do the first kind— -
-and it often is—in noisy, crowded workplaces. The second seems to

require more isolation. The same person can write excellent adver-

Jtisirg copy in an office but must go home to work on a novel. When

we ask children to pour their hearts out, to write truthfully and
authentically in a vivid individual voice, and at the same timie require
that the work be produced on the’ spnt in classrooms, we are

essentially asking that the second kind of writing be produced um:!er‘

circumstances devised more for the first kind.

Unpopular as this fact may be, sefious creative writing requires
withdrawal.’50 much.is this the case that the only really useful advice
| could give to someone who wants to be a writer is learn to be alone.
FEDPlE with all the verbal and imaginative facility in the world who
cannot stay alone with themselves will never be writers. Writing is a
long seclusion. Out of the walking, out of the brooding, out of the
boredom of childhood, out of the residue of pleasures and the
memory of people who left a confusing last impression, out of all that
sifting comes Eangealed thought—and literature.

When ‘to Wrile? _
Let us put away for a moment the question of helping children to
write and look at the process in older people, amateur and profes-

models, .
Assuming one has agreed to be alone, how does one know when to
start writing? This question is not as moronic as it sounds; in fact, it
may be the key consideration. How does one tell when the best
moment has come to start writing? What are the emotional clues, the

weather signals? Perhaps the clues are different in each person, but -

merely because they are so particularized does not mean they aren’t -

important or that we shouldn’t give consideration to the question of

teaching people.to recognize their own patterns. The motivations '

which spur a person on towrite may change, but intimate knowledge -

of one’s own working habits allows one to keep writing by adjusting

to the changes. Frank O’Hara once said that when he was younger he .
could only write poetry wherr he felt gloomy or depressed, but later he

needed to feel good in ordcr to write. This revealing statement ums
up, in a scnse, the pm;,ressmn from- adolescence to m.:iturity When
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adolescents write poetry, more often than not they choose a moment
when they are miserable: their writirz is part of a vendetta against
the world which has cut them off from happiness. Many people who
showed promise as adolescent poets fail to pursue the activity simply

.baauw thE‘\.’ hJ\E ﬂh]d& 4n unconscious mental equatloﬁ "‘Lt\VEEﬂ

poetry and gloom. The emotional is of their adolescence has
passed, and with it the urge to write poems.

They would not think of squandering their happy times on writing
poems. Most of us during .those brief, charmed moments would

rather ride the escalator in Bloomingdale’s or go for a walk and

stare at the lake. A fear persists that anv looking inward or concen-
trated mental effort of the sort required for writing might spoil the
happiness. Yet is it necessarily so that introspection destroys happi-
nesss [odoubt it. .. And poetry would be a much more enjovable
business for everyone if the people who wrote it chose to share their
thoughts at.the peak of their vitality and love of life, rather than at
the nadir.

A third state. the one in which most good writing gets dﬂﬁei is
neither depression nor joy, but even-temperedness, clarity, calm. The
space around you appears considerable. You feel yourself able to
extend outward in all directions and to entertain any threatening
speculation with equanimity, as though the issue of your life were
somehow already decided. From this vantage point, it is as if you
were able to keep thinking beyond the grave with utter calm: “The
terrible fatality has happened; I have already died; and now | am able
to say a fow things cogently.” [ find this clear-headed state particu-
ul for the writing of long prose, where what [ want is the
feeling of a large_block of time in front of me.

With poetry, however, it doesn’t hurt for me to feel alittle rushed
upset, physically galvanized. I know something is up when | start
hearing the echo, which makes even ordinary thoughts like ] have to
pick up the laundry” take on a melancholy bearing, a rhythmic
certitude .md §1§f]IFlLﬂHLE that would be laughable at any other time
when lam hffellmj more skeptical, This sudden conviction that [ know,

that [am w.lem;:, in the fields of knowledge and everything is very

‘allTlplE thh lmprea ion nfsa.mduws and dE‘pth behmd EVEI’}«" thm ght

i
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of the: poen. 1f 1 start with the rn_;;sx;a! echo alone, it may turn into
drivel. So | look for that peculiar svnchronization of ear and gut.

Much modern verse, from Whitman on, is held together by the
poem’s ability to generate waves of charged longing, each line
beginning a new oceanic surge and drifting back again to face the
next beginning. For me, the center and generator of these waves is
the stomach. It may be another organ for a different poet. I am
ponses unl} bccausé l am mo;s.'t aniliar’ with

nffe_rmjh my own r

telhng l:he writer wht,n hE or ShL‘ is read}' to get down to L‘J‘US!HEE%.

There may be long periods of waiting when nothing is happening:
mental states filled with radio static or subvocal complaints whining
and quarreling with each other. When I get like that, [ don't see any
point in writing. The work will only come out fractured and sour. |
need to feel whole to write. Which means that | have to be patient
with myself when I am feeling dispersed and wait for a better time.
Waiting, is half ‘h ;ré(iﬁlim of D'r’ifiiiq

ﬁDthlng while waltmg, for thuu,c %umewhst mystlcal %1gﬁals n the
contrary, they can take notes, edit other material—or they can go
ahead and fight the mood and hope to bully it around to their way.
They can try to stumble on their wholeness in the act of writing;
with a bit-of luck, they will. Most professionai writers get into
situations where thev have i ignore their feelings, like Flaubert,
who boasted that he had written <=mic scenes when he was bored to
tears or ready to hang himself. But even the stalwarts, the Stakhano-.
vites, who allot themselves a fixed quota of hours and pages per day,

< occasionally have to take a day’s vacation before approaching a

difficult scene and dally over minor material until they feel their
energies have been marshalled for the climax.

| am convinced there is such a thing as inner ripeness in wrltm;ﬂ One
can ignore these signals or follow them, but the ripening process goes
on r’mnéthfl&s% 1€ 1 choose to obey the voice of resistance and refrain
from writing when | know [ do not really feel like it—I'm too tired or
would rather putter or read a book or walk the streets—then | find 1
will be that much more able'to pick up the cues of inner readiness.
Often, giving in to resistance seems to be a way of tricking the urge
to write into appearing: after reading a few pages of a thought-
provoking book, T will suddcnly put it down and go over to my desk.
have indulged myself, | am ready to work now. The feeling is one of
an immense willingness to begin.
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When vou have picked the absolutely right moment to write, thon

. L o overs [
P fiznads of b fechroal prolderis el h corne g ne omepesitis are already

=lend. The transitions flow unforced, the structure has an inevitable
logic which reflects the harmony of the writer's mental state. There
is no need to wrack vour brains for me Jpht‘ir‘w or comparisons to
express meaning. The image comes of itself, without being bidden. At
the mement you have written it down, the next image, the nest
thought is there to take its place. In this charmed state, everywhere

the mind turns objects have a shinted, piquant, amusing side; ev ery

association leads toan even better one. The piece is not so much
written as transcribed wwhile —ung in the ear. Obviously, these
cxpericnces do not happenn very often, but o few are enousth to
cement a life's vocrtion. The memeries of these gifts from heaven are
what keep many writers going durimgg all the subsequent hours of
mundane drudge svork. .

Foannot leave this sdence or pseudoscience of picking the best
moment to write without saving something about the rites of
preparation for the act of ‘\'riling

Flemingway was repirted to have sharpened |
sed up in his most formal suit before

WS aE A e for

gotting in the mood. Keats di
sitting down to compose a poem. Schiller kept a drawer fullof rotten
apples from which he took a WHiff whe never he was running low on
inspiration. Others have performed elaborate morning ablutions. (1
like 1o wash the dishes) I0would not surprise me if another writer
stood o his head for ten minates to stimulate mental circulation. All
these practices, religiously collected by literary hagiographers, are
equally legitimate, equally effective, and equally irrelevant for any-

one elses They paint to the superstition that surfounds the act of
writing, the idiosvnceratic ways inwhich various authors try to ward
obf distracting ghosts and summon their concentration by magical
acts of repetition. It is not =0 important for us to know how particular
writers prepare, but it is important to understand that apparently
they feel o ritcal is needed. However sillv or self-ind uleent it mav
appear to anvone else, they have found out what personally suits
their nervous systems,

Writers watch themselees like thoroughbreds, They keep taking
their temperatures, alternately resting and pushingg themselves,

looking Fur'{iyns af weakness and streppth, looking always for that
optimum moment to release themselves for their run. [t is ot o

suestion of crippling self-conscivus ness, because this vigilagee: oven-
tually becomes o sixth serse that requires no estra effort,

et
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Iiapl ieaions for Teaching

Looking at the implications of this for our teaching, Jvesn't it seem
neglectful that the poets in the schools teach children the latest

' forms and techniques of composition without letting them in on a
factor which counts so heavily in their own writing lives? We writers
have wracked our brains searching for new lesson assignments, new
materials, games, whole word catalogs to stimulate the imaginations
of our students. Writers who have no particular sympathy with
concrete poetry will teach a lesson on concrete poctry because they
don’t want to deprive their students of contact with this stylistic
option. But their own practices, their own acts of preparation, their
own voodoo as it were, thev keep to themselves.

s it becausc it is impossible to teach other people an awareness of
individual timing in the area of creativity? Is it something one must
learn for oneself? Are these metabolic regulations so exclusive, so
personal that they lm\'e; no meaning for anyone else? Oris it rather
that inner ripeness is o hard-won secret that the professional is

reluctant to share?

As 1 sec it, nothing could be more valuable to teach young people
thant this one quality. Be it sports, art, research, lovemaking, engi-
neering. business, for people to know when they are at the peak
momient Lo make an exertion is one of the most crucial advantages
they can have. Think of the alternative: without that knowledge,
these same students will be doomed to following someone else’s
time ta ble—passively waiting for authorities to lead, resenting the
order when it comes, bridling, sabotaging, but not knowing how to
listen to their own energy’s voice.

[ wish | could propose a curriculum to transmit this quality, which
would make a triumphant finish to my article; but at this point in my
thinking | am only able to state the problem. Maybe others will now -
come forward with approaches and clarifications for teaching the
moment towrite. In the meantime, it would help to consider some of
the recent trends in education which touch on this problem.

Let us look again at the paradox we started with: How do we
reconcile the teaching of creative writing or literature. which is
mostly done en masse through lessons, and the necessarily solitary
actof writ.ag? Tsee nows that another way of putting this is, How can
we bring the privacy of the child’s own room closer to the classroom
and make the child able to feel self-absorbed and alone in a good
sense, alone with his or her thoughts?

The architecture of the open classroom is certainly an attempt to
build more of a transition betiveen home and school. Couches,

Jomts
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creativity nooks, reading lofts, sanctioned hideouts are all part of a
healthy tendency to provide the individual child with more latitude in
choosing the right place to retreat and work. Some teachers allow the
children to stretch out on the floor and to choose their own writing
implements from a variety of felt-tipped markers, pens, different
shapes of papers, thus encouraging a freedom in the mechanics or
media of writing to compensate for the coercion to write. All of these
adjustments have a considerateness about them in not expecting
everyone to be able to write spontaneously at their school desks.
Since professional writers compose in every possible sitting, reclin-
ing, and standing position, I think there is good reason to extend that
freedom of pusture to the classroom writer.

Unfortunately, many open clissrooms are so noisy, with lusty
hammering, mbb;t cries, and small group meetings, that they have
the ambience of a bomb shelter. Also, manv of the children are s
preoccupied with what the ather children are doing that they kave'a
hard time getting into themselves. The noise and opportunities for
incessant vague wandering and visiting make open classrooms in
certain respects less congenial to the private act of writing than
traditional classrooms.

Another approach seems to be to recreate the thoughtful, contem-
plative tone of the home den in the lesson itself. One teacher whu
was successful with children’s writing told me she instituted .
“poetry hour” during which all the children gathered around the
couch and talked quietly and then wrote. It was understood by the
children that this one hour aweek was a sanctuary, a time to speak
about subjective impressions, mysteries, things which made them
feel uncertain or indefinitely aroused, or simply things that made
them feel. This sort of quiet truce in the =vhool week would be
valuable even if it had nothing to do with poetry.

There is also something of the old ghost-story hour about this
practice. The voice and character that the teacher transmits can be
instrumental in setting the scene. Just as the storyteller held listeners
spellbound and made their skin crawl, so a good poetry teacher can
exert a spell through the timbre of voice, the choice of words, the
quality of concentration and bring the students down and down into
it. Here we enter the area of performance. The teacher performs in
such a way as to create a mood of inner stillness, like a strong

preacher or a flamenco singer. Students respond as if partly in a
trance, leaking words on paper. The transition from speech to
writing is very gentle, sometimes barely noticeable. T have been
present at such hushed states of =uggestibility which led to very
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good, intimate writing by the students. They make me uneasy,
perhaps because even though I have sometimes been the instrument
to bring them about, I would not myself like the idea of writing so
internally on someone else’s deep suggestion.

And yet there are some students whoseem to be able towrite only
in public. Even in college, they prefei to let go to the scratching sound
of other pens. So there is rmllv noway of ge ntflllg‘ln}ﬁ about a” best”
set of writing conditions for evervone.

Another writer asked his students to lie down on the floor, all
together, and begin breathing deeply. After awhile, the children were
asked if thev could visualize something happening in their chests.
They were told to think of an image which illustrated the bodily
sensation they were going through and keep taking in deep breaths.:
then see if the internal sensations suggested another image. At the
end of the exercise, they were asked to write down these images or
write a poem or story connecting the images. This exercise derived
from Jungian psychotherapy. The writer reported that the stories the
children wrote that day were very serious and deep. Neverthe
was unable to think of a way of taking this one-time experience
further.

There can be no question of the connection between physiology
and writing (or il creative processes). But | confess that | myself
would be reluctant to see yoga or sensitivitv-awakening exercises

“taught nationwide to young children as a prelude to creative writing.

First, | have apprehensions that the techniques may be misunder-
stood and misapplied; second, | have doubts that such exercises
performed in a group will actually carry over to help a child become
the master of his or her potential creative encrgy when be orsheis
es were nwver necded during cen

alone. Somehow, these exer
turies Of great Western literature, art, and artistry. Thave a feeling
that what made that tradition flourish was something else: the culli-
vation of the capacity for assigning oneself tasks, for willlul [abor.

We hand out the paper, and they write, There is nothing evil in
this, except if we fail to supplement it with more understanding of
students’ inability, sometimes, to write when we tell them to. The
best single incentive to creative u}':ritin;; is a classroom atmosphere in
which evervone knows he or she has permission to go of f and write at

any given time in the day. Maybe we need to dispense with the whole
idea of poctry hours or at least to recognize once and for all that the
urge to create may strike different people at any time. Why should one
hour be more “poetic” than the next? We should talk with our
ances in which they feel most

students about the times and circumst
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comfortable writing to learn more about the range of individual
response in this area.

Most important, | think, is the realization that writing is not just
an act of techniques or skills, it is an act of giving. To tell another
You have

person vour thoughts on paper, vou have to feel genern
to feel in the mood to communicate. And when vou feelin that mood,

benevolent moods Then generosity becomes the heali’ | exercise of
muscles that cry out to be used. But, on the other hand, nothing can
make people stingier and more tight-lipped than the feeling an
admission is being forced out of them before they are ready to make
it. And writing is an admission. The same person, resentful when
pushed into hasty self-exposure, would turn around and be happy to
tell the very same thing if only he or she had been allowed to select

is to learn how to sense that ripening process in cach sludent: to
know when an individual is closed off and would be better left alone
and when that individual is ready to take another step. As Shakes-

peare once sald: “Ripeness is all”
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10 Story Workshop:
Writing from Start to Finish

John Schultz
Columbia College

You can identify the Story Workshop® method of teaching writing by
its structured, flexible time-period format; by its theory of secing,
voice, movement, and Basic Forms and Sense of Address; by its
repertoire of oral word, oral telling, oral reading, writing, and recall
exercises; by its semicircle format, which heightens and facilitates the
group process and the sense of audience; and by its teaching
approaches, techniques, strategies, and tactics made possible by the
exercises and their many variations. Used in class sessions and in
one-to-one tutorial sessions, the Stecry Workshop method ass un

that all forms of writing derive from image and stcry, from :
and movement of voice (combined with the inbuiit sense of addrzss in
Basic oral forms) organizing the expression of perceptions through

time.

Before there was writing, there was oral telling.

Two essential Story Workshup terms are seeing and roice. Seeing is
visualization, conceptualization, abstraction, but it is also, and begins
with, seeing in the mind as clearly and with as much impact as one
sees in a vivid dream. Because of seeing-in-the-mind, human beings
are able to conceive and anticipate the space and time and other
relationships that they rieed and desire so urgently to communicate
to ofher human beings. Strong, vivid seeing produces a precision in
speech and gesture, which connects dynamically to writing.

Speech is a way to voice, speech is a part of voice, but voice is more
than speech. Voice is gest.re, voice is culture (including the personal
background of the teller), voice contains the powers of the uncon-
scious and the conscious and the possibility of style. Voice is also the

© movemerit of a telling-writing through time, the economy of which is

to use only what it needs. Voice is the articulation of all perceptions

sherw Woerdhop s reasstered service mark hell! by John Sschulte,
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in verbal expression, written and oral (including the so-called non-

verbal which we want to get into writing too).

The Story Workshop Basic Forms and Sense of Address approach
(not specifically discussed here) uses strongly defined oral and other
Basic Forms to lead into many kinds of writing. The most clearly
identifiable structural elements of a Basic Form are those that make it
maost useful in eliciting and organizing oral and written expression.
All Basic Forms contain an inbuilt sense of address, an inbuilt sense
of telling it to someone. Each Basic Form step provides technical,
scientific, factual, journalistic, rhetorical, poetic, and fictional choices.
Each choice shows elements of the ( hers, and each may combine
with the others. When incorporated in a sequential Story Workshop
structure and format, in which learning process development is
coordinated with the evolutionary development of verbal forms, the
B:lsii‘ Furms a’nd Sensé Df Addr’egg apprmch pmvides direct steps into

tlonﬂl ¥\.’rltl!131. Wnth secing, voice, ;;md, movement, Bﬂ,%ﬁl( Furn 15 1d
Sense of Address constitutes the third major dimension of Story
Workshop theory.

Story Workshop activity and its success suggest many questions
for research into the process of composing. These may be derived
most clearly from concrete examples of Story Workshop activity.

Physical Format of the Storu Works drop Class

In a Story Workshop class, the students, up toeighteen of them, sitin
a well-defized semicircle facing a director who vsualiv sits against a
wall or other backdrop. Versions of the 5tory Workshop class can be
ca rr'is'-d mit iﬁ 'ﬂthﬁ-r ér:ating afrsngeménts, but the semicirclé accoms=

bc— phy%lL Ilv aware nF everynne BlSt_ at lmst on the penphfzry uf yr:lur
vision. It enables each participant to see every nuance of facial and
budlly E'sipre;';;lun while hearmg1 the voices uF tht other pa rtu_lpanls

ment Fur llk.te;'mnzﬁ, to and cunducsmg the Stnry WQFL%th exercises.
The Story Waorkshop method provides many ways; by relating oral
word to telling, reading, and writing exercises, for people to solve
linguistic and perceptual matters on basic and on sophisticated levels.
lndeed the s:t‘udc-ﬁt-; in thrﬂ %g'mii:irc'lf- Facr* a dir(‘ctnr whn haé had
btf an active writer.
Ideally, the class meets in a serie- of three- to four-hour sessions,
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seriod of time. However, intensive work-
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%}

weock for th

e
=
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umdudt;d SUCCESS hlll\ The bn: ic sequence of
proceeds from beginning recall, through oral wurd exere
telling exercises, oral reading, and swriting, to ending recall. Students
accustomed to shorter class periods and lectures, and teachers
accustomed to doing most of the talking, may consider this a long
time. But in fact the kind of effort pursuedina Story Workshop class
usually engages attention throughout the time period. The Story
Workshop method can be used within shorter time periods, and with
larger groups, but to develop its tull power it needs the longer
session. The format is quite flexible, and any form of teaching may be
used within it. Story Workshop methods can be directed toward
poetry, reporting, exposition, argumentation, and technical writing

by specifically focusing teiling, reading, and writing exercises on the

development of those abilities.

Beginring Recall Lrovise

At the second meeting nf the semicircle, the Stony Workshop director
ights,
Recail of assigned reading =

first directs the recall of the imagery, events, tellings, words

readings aloud from the previous =
mav be conducted, and rooall may be us
several goals at differentdimes. Inanearly session thedirector usually
concentrates on the primary form of recall, gererally termed “exact”

ed in other wavs toward

recall—although it is seldom “exact.”
In recall the participant sees and retells, forinstance, an image, an

“event, a moment so that it is experienced and discovered again. It isa

creative esercise that aims at both “exact” recall and imaginative
recall in the participant’s own words and L;uuin;ﬁ

You coach the semicircde before you: “What do you rernember that
15 particularly clear? See it again, tell it again, as if it's happening right
now!” 1f students say they remember nothing, you may ask for
“anything at all” or you may start the recall yourself,

A student responds: "Somebody rode down the street on his
bucket,” which is not clear recall nor imaginative recall; we do not see
it speciticallv and do not learn much about telling and writing. But
perhaps it =tirs the memory of uthers,

Another student uses both hands to tell how Katka's bucket rider
(From s storv read the week befored gripped the handle and saton the
bucket. The student, a voung woman, gives o dipping and rising
bodily motion along with her words to tell how “the bucket rider rode
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on his bucket. and rises as high as third- or fourth-floor windows and
lower than second-floor windows.’
pelled, precise gesture accompanies clear recall. The more clearly
participants see the recalled images, the more they tend to move into
the present tense. The dircctor should wsually coach for present tense vecall.
Most oral tellings are best accomplished in the present tense, while
the past tense remains the “natural” narrative tense in writing. The
two translate casily when the director is aware of the connection and
therefore makes the student aware of the “bridge” between present
tense oral telling and past tense written telling.

Another student recalls: “There was a man all shot up against a
tree,” and again it’s not specific, not imaginative, and not illustrative

never sinks

of telling and writing principles.
The director coaches the semicircle: “See it! See it happening now!

ain right now!”

de of thc: semicircle tries: “The man

Tell it as if it's happening ag

A student on the uther ‘
against the tree lifted up ? ]

“Give the gesture! ‘ﬁee it and give it in the present tense! He is . . .

The student gestures, lifting a coat with both hands from his lap,
“...and shows his entrails spilled out over his knees, and the
pulsebeats are visible, pulscbeats in the guts, I guess...” The
student tlutters the fingers of both hands to indicate the pulscbeats
through the spread of the man's entrails over his knees, in Isaac
Babel's story. People in the semicircle always react sharply and visibly
to such a strong image, and the tellers are enriched by this natural

1z

response and reinforcement of their effort,

If you allow discussion before and during recall, you usually do not
get the strong recall that reinforces the imaginative learning experi
ence and its discovery possibilities ‘

In recalling an oral telling from a previous session, a voung man

s: “There was a spaghetti monster who soaked up garlic.” That
‘ 1 everyone

smll{x, but the students see and tell it more clearly when the director
coaches them to see it and give the ;,e:é.tu es. “It was a monster
disguised as a meatball and it soaked up the garlic in the sauce ... ”
The student gives & gesture of the monster disguised as a meatball
inside the pot of sauce on the stove with spaghetti drooping over its
head, taking hold of the lip of the pot to peer over it and ducking
duwen to hide when Mama Minelli comes into the kitchen. Now in the
immediacy of seeing, the teller of the recall shifts to the present
tease: . so that when Mama Minelli tastes the sauce |gestures of
Mama Minelli reaching up to a shelf for a wooden ladle and dipping

to sbart the rocall of this moneter im -}J. event, and
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stor Woradr
ard tasting the sauce! and ¢ i= never encugh garlic, =0 Mama
Minelli reaches up fagain @ gesture of reaching] for a clove of garlic
ts join the recall. With a
gesture of Mama Mipelli twisting a clove of garlic, the voung man
continues: © .. aid stirs, but again the garlic monster, dizguised as 3
meatball, soaks up the garlic s¢ chat when Fapa Minelli comes into
the kitchen and tastes the sauce there is not enough garlic, and he
twists a clove of garlic into the pot too, and so on with each member
of the family, until the big dinner. ..
The exercise continues with recall of dream telling , short images,
vious class.

readings, anvthing done in the pres

s Butlet's go

The director moves the class into the oral word ciercis
back to the first time that the group attempred o word exerdise, One-
Word, so that a basic principle of Story Workshop activity comes

immediately past sur Twinl diredt

cear, the princple of reaching
associations to get a response from deeper levels of association. The
participants do not deny their direct associations or their use but

reach past them.
The One-Word Exerdse

The first words given in tom by participants in attempting the One-
Word esercise are, almost without fail, dircctly and superticially
on, sight, ete:

associative by sound, meaning, conjunciion, opposit
love ... hate ... ambiguity L. cloud L clutter L climb oL sky L
airplane.

I the director anly coaches: "See 17 a vertain seeing ocenrs but
the association stavs superficial waggle 0wl oo deer o vage -
clutter fagaing,

Now the director voaches: “Listen to each word given! See and
continue to, see whatever is suggested to you by words given
previous to vour tarn! We can do two things at oncel We can skip
rope and chew gum. We can do more than two things at once! Push
aside the words given to vou by direct association and go tor the
surprise word, the unplanned word, the word not prepared or ready
betore vour turn, the foelt word, the word welling up.” Both a sought
response and o spontancous one, the surprise word, like the fabled
right word, mav flash at once, or it may take some finding or letting
happen,

Now the character and quality of the word sesponses chanpe and
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so does their impact upon the listeners: pillow ... personality . ..
hornet. . ear ...

“ush aside all direct associations! Let the surprise word happen!”
the director coaches. Scrubbrush .. fiery .. tomb. . glvcerine | ..
preen..

"See what each word gives vou to see! Now listen to vour voice!
{The latter is a most powerful coaching instruction.)

The participants’ attention turns s mng,,lv inward as they listen to
their voices, and at the same time their voices become certain in
giving the word. The word and what it suggests are felt and seen
more richly by the listeners. Mumblety-peg ... solar system ...
enclose. . peek ... Now the participants experience the One e\,'\’iifd

exercise with imaginative pgnsptual and linguistic responses evoked

14

on many levels,

The imaginative state of mind that grows for participants during
the course of o 5tory Workshop mesting may come about quickly or
slowly or erratically. 1t requires development. The Story Workshop
int of view in front of the semicircle,

director, from his or her pe
notices it bi-Curninu pre-wm by changes in the gaality of the words
“lear, the listening intent, the words more

r\u;atnfs 5\n mtr:ntm-aa ¢comes upon the participants, sometimes a
quickness, sometimes a slow, deep involvement in response. From -
the partwipant’s point of view, a sense of spaciousness and privacy
within the semicircle deepens and widens, inwardly and outwardly.

“If vou are the participant, vou begin to s many sights, memories,
dreams, conceptions. Some of these stay with you and grow into
images or movements of imagery. Participants respond to the direc-
tor's instructions and suggestions of sources, forms, kinds, and
principles of content. The perceptual-intuitive and the analytic work
immediately together. For instance, the analytic is immediately
present to perceive and abstract the essential relationships in primary
seeing and gestural-voice telling, or else human beings would never

the instant, clear communication that lhf;

L I
394

ave been able
needed, (The reflect
content and présenw uf t,hu perccptunlqntuntwe live 1mrnuimtely
before it. The splitting of these and the inculcation of this division are
the least rewarding examples of beliavioral prevention in our general
educational experience. In fact, much of what is called analytic in our
eduzational jargon is judgmental, frequently exercised without any
prior process of the perceptual-intuitive and the reflective-analytic.)

Events of imaginative seeing and voice become probable. Some-
e event may boil up with such power that, dsa

times 2o imaginati

fl-‘
o
o
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participant, vou can hardly hold it, and you hear someone else’s
telling with vnly one ear. Yet vou really do hear with this one ear.
From the imaginative state, vou tell an image. The director
instructs vou to focus upnn the sight of vour telling. If vou become
fully absorbed in the sight. voice, and movea 2nt of your telling and
in the director’s umLhu 15, vour concentratio.. usually causes you to
lose sight of the apmnurgk‘. of the room, of any physical world about
vou, or vou see it in a blinkety-blink way. The director may even
coach, “Keep vour eve on ‘it,” " rather than on the director or the
ive concentration upon vour telling usuaily
attracts the clear listening of the others in the semicircle, which
suggests the presence of an Internalized Listener to whl;h Ythe
director relates with coaching, an importani point in researching the

semicircle. Your exely

&UI‘!]PL“::”'\}'1 PIULL‘?PS,

Oral telling in a Story Workshop class differs from ordinary
speech. Tt draws upon speech, and certainly it draws directly upon
physical voice, but vou cannot ordinarily achieve the imaginative
svent or the imaginative state of mind of telling by discussing or
talking or speaking conversationally about something. in fact, judg-
scussion too) not properly timed

mental discussion fand “sharing” di
undercuts the imaginative-analytic state of mind, though at the right
time it niay point toward it. The Story Workshop director instructs
participa, 1= to save discussion for an appropriate tinme. L/-au?”\ the
process that would not have continued if the discussion had decurred
answers the porticipants’ questions,

Writing differs from speech and from oral telling, but writing at its
sical voice, from the

clearest and most effective proceeds from phy
immediacy, extraordinary precision, and variety of physical voice
ion of seeing and voice into

fincluding gesture). Writing is an exten
another medium with important differences ¢f pugsibilitv and de-
velopment that nevertheless appear to gain conteat and quality from
DY »\'(-.eahu 3 class,

the basiv sources. Oral telling, as’practiced ina
moves physical voice into another medium where it can be appre-
hended by a reader,

A Story Workshop director cannot be mmpllam about what he or
she does, because the Story Workshop method draws upon all the
sources of creativity and intelligence, The director should grow in
awareness of the ways that the myriad inklings and risings of
perception and voice repeat themselves from one person to th; next
and vet come as a surprise and as an event with unique 4
istics for cach person. The authority, guidance, and acceptance Uf {hr
generally

Y

director, joined with ¢ merging leadership in the semicire
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assiure the achievement of the imaginative learning process. Usually a
“leader” emerges in a group of twelve to eighteen people, or a
combination of persons evolves that acts as leader.

In a Story Workshop class, everything that happens is potentially
of use to the director, the individual participant, and the group. Thus,
the principles or “rules” are valid when the exceptions to them may
also be valid, at some time, in some place, with some person, and
potentially with every person in every time and place. At the same
time, the contradiction is valid in relation to the basic principle. As
director, you become more aware of a complex process as you
incorporate the principles, make them your own, and use them in
your own way.

The director’s phrasing and timing of instructions obviously
suggest principles and directions for writing-telling effort. You devote
a variable amount of time to each part of the Story Workshop format,
to oral word exercises, oral telling, oral reading, and in-class writing
exercises. At any moment, when swing, when the imaginative state is -
present in the group, the director can choose to move the class into
telling or writing or reading. The director may ask for a few shor}
images evoked by the words given in One-Word. But almost certain)}

. the director and the class move on to explore other word exercisgs.
Each exercise radiates with multiple purposes. A Story Workslop
director never does anything for only one reason.

The Take-a-Place or Place-Object-Verl Exeréise

The workshop usually plays Take-a-Place after One-Word. The use
of at least One-Word and Take-a-Place is an essential foundation\for
the session. Take-a-Place requires three or four points of concen-
tration and accomplishes many things at once. Usually the director
instructs an, individual, or all of the individuals in the semicircle,
“Take a place. See a place, a place you know, a place you imagine, a
place you remember, but in any’case a place you see! Right now! See
it! See an object in the place and give it! Look right at it and lxsten to
your voice as yuu give it!”

Lamp post... wind chimes...doll.

The direcmr chooses one student be::ause of the quahty of seeing
and awareness of the student’s object, to uive objects from his or her
place one at a time: “The unqualified, unmodified object! Bridge!
Rather than broken-down Roman bridge! Because bridge allows each
person to see his or her unique imaginative sight of bridge.” There
are useful exceptions to this rule, but the modified object usually
limits the participant’s unique imaginative Sights.‘ [t is usually

s
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Story Workshop
stronger to proceed from the general, bridge, to the individual’s
specific bridge. :

The student chosen gives an object, say, “mirror,” and the persons
in the semicircle see their individual sight of mirror,and eachin turn
gives a verb. response to’it. "Mirror” is an abject that attracts
immediate cliché responses; but if coached well, it secures deeply
imaginative responses. In the semicircle listen to each verb response
from other participants before your turn, and see any sight sug-
gested by each response. You keep your concentration on your own
sight of “mirror” at the same time. Then when your turn comes, con-
centrate on your “mirror,” push away verbs given by direct association
with the object ard with previous student responses, and respond
with a surprise verb from a deeper source. So that instead of
superficial responses to “mirror” such as reflect, see, shine, distort,
waver, we get: float .. .douse .. .struggle. .. tempt... envelop.

Such responses strongly suggest many imaginative and linguistic
possibilities, which may be directed into tellings and writings or may
come to a writing result simply because the participants’ seeing dur-
ing the exercise compels them. Take-a-Place helps many students
identify verbs and their functions, which leads to increased ability in
writing a sentence. It also increases the individualparticipant’s
awareness of other people in the group, bringing the gFoup into a
more unified effort. A more sophisticated version, Three-Instance
Take-an-Activity, may be used to develop Basic Forms pat‘/terns! \

The Three-Words Exercise }

Now the director rmay move to oral telling or oral reading or writing;
but he or she nay also move to other word exercises, perhaps to
Three-Words. The first time you, the director, introduce the exer-
cise, you may begin simply by saying, “Give three surprise responses
in succession, pushing away direct associations each time, and let’s
see what happens.” In subsequent attempls, ynou coach i'the exercise
more closely and toward greater, more subtlx results: “Give three
surprise responses, but seek, feel for, a cunnection, a movement, of
underlying voice between the words, a sense of underlying meaning.
There's something unique about the way the words of Melville,
Virginia Woolf, Faulkner, or any good writer follow each other. Seek
the underlying voice that makes sense of everything else.”

Many poetic and linguistic opportunities can be heightened in
Three-Words: textures, juxtapositions, alliterations, and so on.
Three-Words emphasizes certain importarit principles of rewriting—

_other word exercises can be directed toward this goal ton—so that
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the teller discovers that rewriting is retelling, responding with

living, seeing, perceptive feel for the telling-wri ting. '
“Play it over!” the director suggests, making a musical analogy

“Try for a different third response. Give the first two words full:

~again, pushing away all direct associations, and respond from tha

underlying, deep sense of voice, following a movement from the firs
.
Iwo words.™,

So that: bugle .. .silk. .. magic

Tangerine has more magic!

The Sensory-Verb Exercise

In arother word exercise called “Sensory-Verb,” you, the director,
take suggestions from the semicircle of certain words specifically and
strongly suggestive of sensations. Or simply offer one yourself, such
A5 sour, sting, shiver, sweet, wlore, shimmer, whine, acvid, smookh,

You piik sour. ¥You woach a student to look down, concentrate on
the sensaticn sugyested, on the abstract sense of Lhe sensation, if
pissible, with a distance pe rceived between itand the perceiver in the
percerwer’s mind. You tell the participant that you will coach him or
her tu apply each serise to the sensation and respond each time with a
verd. (The participant performs the exercise ona level of responding
to the direct sensation too.)

“When you have a strong sense of sour, nod vour head.”

After a moment, the student nods.

Then the director coaches the student to “See it,” "Hear it,”
“Touch it,” “Taste it,” “Smell it" in whalever order perceived to be
usefully surprising, eliciting a verb response out of each sense before
moving to the next one. The director instructs the rest of the
workshop to do the exercise silently and later asks for some of their
silent responses to be given aloud.

A sequence for one participant concentrating on “sour” went:
wander .. .pulse .. .sparkle .. .harden .. .tempt.

Objects may be used instead of sensations; and other applications
of the exercise are apparent. The exercise strips clichéd phrasing
from perceptions. If you can’t get the right word or phrase in one
sense, go to another sense: “Hear the sunset.” “Smell the sound.”
Perhaps the sense of smell gives the secing, perhaps touch gives the
sound.,

The repertoire of word exercises (and their many variations)
include: nother important basic exercise called Individual/ Verb-
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Action-Verb, but only a few word exercises can be carried outin any
one workshop session.

The Yl Tellings

When you move the workshop into oral tellings, you may ask the
participants to give sights or images suggested by any words pre-
viously given in the word exer s — from memories evoked, from
dreams, from imaginative combinations, from anything—but in any
case fram e imaginative moment of seeing right wow. In a beginning
workshop it’s a good idea to achieve quickly an understanding of
principles of the shortimage, of the “relationship between some thing
and something else, of the man rocking in a rocking chair and the rain
roaring on the tin roof above him, and the man’s lips twitching with a
smile to himself.” You, the director, use gestures to suggest the
spatial and other relationships in an image.

Many simple directorial coachings alert the teller to basic princi-
ples of image and communication, Examples: “See it!” “Listen to your
voice!” “Look at i Because if the student looks at the director or at
anyone else in the semicii e ror approval while telling, it diminishes
the sight and its sense of space. The vividness of seeing itself may
pull the student’s eyes away from looking to the director for

approval.

Image Tellings
Here a woman tells from the suggestion of the word pholograph:

A young wornan sits on a sofa with an album in her lap, looking
ata smapshot. |Gesture of holding the snapshot between thumb
and {irst finger rather delicately]

But nothing much is happening. The director coaches: "What do you

smellf”

Through the open windows of the living room beside hercomes
the smell of fertilizer just spread on a neighbor’s lawn.

The sense of secng and space and life in the growing image plea-
santly startles the rest of the workshop because now they seeit too.
The director coaches the teller: “Give a sound far away and a sound
close in” \

A miver is going in the kitchenwhere the girl's motheris miving

a cake, and, also through the open windowes. - mes the sound of

a bus stopping at the corner of the street vi s e, It's warm. The

pirl takesa breath, blows it out carefully [gesture of small o with

lipsl, and turns the page of the album.
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The guite simple telling reachesa moment of suggestive mysteryan
emnotional tension. The director may ask, “What's in the photo
graph?” Perhaps the student continues it in writing, perhaps i
suggests something else in principle and in content to othersin th
semicircle. A man responds:

A cemetery and, at the end of it, a Budweiser sign flashing on

and off ... [The teller gives two important gestures, one to-

indicate the end of the cemetery from his point of view and the

other, an opening and closing of his hand, to indicate the flashing

of the sign on and off.|

In order to evoke different kinds of short or long images, the
director. may ask for images or objects from a dream, objects fron
childhood, objects you can hold in your hand, and so on.

Here are a few examples of different kinds of coaching that help
accompli..  verceptual discovery and the words that tell it:

A young woman, very emaciated, very thin, lies underneath
sheets in a hospita] bed. A man, sitting in a chair beside the bed,
holds her hand in both his hands. She's dying ...

The teller, an older man, begins to take a vague, summarizing
approach. The director coaches, “What do you touch, smell, hear?”
Her hand feels cool, ot right to him. She's talking constantiv,

ard her voice is weakening. The smell of ether is strong, every-
where, in the corridor, in the room. The man feels desperation .

The director coaches: “Where does he feel it physically?”
He feefs numb, pain in his stomach, he can’t think of any riyht
responses to her. He's most conscious of her voice getting:
weaker and weaker.

The director mayask for short sights suggested by a sound (or by 3
smeli, or a touch, etc.). A short “sound image” such as that of “blood
dripping into a face bow!” may become a longer image.

“Stand back away from it. Let it expand. Sec it. What happens

nexts”
Longer Tellings—What Happens Next?

A longer telling that was eventually written:

Lyndon Johnson goes into his bathroom in the White House with
a towel wrapped around his waist, carrying the hov -ae phone,
which is attached to a long wire. It goes with him everywhere he
poes. He pats the hot-line phone down . .,

The gesture of carrving the phone gets the teller into Lyndon’s point

1€

o
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of view, with a strong suggestion of earnestness and the slightly
helpless bumbling that }ﬁl\(’% thh it. In the telling the audience sees
Lyndon from the outside and also identifies with his point of view,
and the laughter is that of recognition.
“See it! The hot-line phone! Where does he put it?”

He puts it on a small platform clamped to the tub. He unwraps

the towel and steps into his big bubble bath, sinking down with 3

sigh [the teller gives a gesture or suggestion of budily expression

with each sightl. And the phone rings. The hot-line phone

rings ...

The teller looks at once surprised and entranced. The director
recognizes the look and knows that the teller hears and sees the
phone ringing. The director coaches: “Keep going. Letit kappen. See
it and let it happen.”

Lyndon grabs it and the receiver slips out of his bubbly fingers

and falls into the bath [the workshop laughs]. He scrambles onts

his knees in the tub and saws the hm up and Jown, pulling the

rCLElVL‘r up

The teller stops, with a wild look, and again the director coaches: ”
it. Let it happen. Keep poing.”

He cradles it to put it to his ear [the teller crouches slightlyin his
(_h.]” to su ?L‘st LB ur his keor s in lht tuhand h mkaunun at thg

can't hear what the message is, It must be important, It's the hot-
line. He stares at o bubble puHﬁm., up and when the bubble breaks
2 (_Uupll‘ of words come out: “ .. .is it...” Another bubble
breaks, A aple of more words: . you, ‘M. President!” But
v thete are many bubbles piling uut of the earpiece, and the
messave is fragmented. He starts poking with hisfinger to break
the bubbles and get the message taster and more coherently ..,

of \’leI ;md bubblus start u‘!mmy nut of the (!.ﬂpiccv_ He

(The complete telling can be read in Play 1in [he Story Workshop Reader
[Columbia College Press, 1976}, in which some participantst.writings
from Story Workshop classes are collected.)

In fact this telling was a retelling, or a reformulation and a
retelling of a piece of writing about LBJ in a room made of peanut
brittle. The student had come in late from staving in the college’s
typing room to finish the piece about LBJ. Sharp with him for being
late, the Story Workshop director pointed at him for a telling just as
he bent to sit down in his chair, gaining the impact of the unbalanced
moment. Radically different from the original writing, and wonder-
fully more imaginative, this telling illustrates the use of gaing to the
imaginative sources for reformulating and rewriting and of the use
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of the oral Story Workshop exercises in exploring retelling oppor-

tunities.

- The director usually instructs students to tell orally in the third
person and in the present tense. In conversational tellings in every-
day life, people frequently use the prusent tense unconsciously to
communicate .with immediacy. For instance, a well-known linguist
said to me on the phone recently. “There | am, riding along 55th
Street on my bicycle and a man opens his car door in front of me and
sends me ass over tea cup...”

A Vietnam telling: a patml, crassing & river, receives fire; and then
ten minutes later, walking through elepharit srass (“when seven men
have walked single file through elephant grasg, there’s a path”), the
sergeant sees a couple of guick movements around a hooch. [The
teller kept slipping into the first person and past tense and losing the
dla[ﬁnki‘ which made the seeing possible in the third-person present
tenss.] When the soldiers reached the hooch, they found an opening,
with stéps cut-in the dirt, of a bunker dug beneath it, probably
containing the people who had fired on them. | The director coached
the teller frequently and vigorously to make the effort to stay in the
third -person pr’esenf tense. ] WhE‘ﬂ the me’dic squatted by the Dpéning

the bunker for the pegple to come uut, there was no answer. He
tosses a CS grenade into the bunker, and smoke drifts up through
the opening and through holes in the side of the hooch, revealing
firing holes for weapons that the soldiers had not seen until this
moment. Now sounds come from down there, coughing, sniffling, a
baby crying ... Two participants in the semicircle reacted strongly
{and almost lmmmimtv W at this point) against the telling, trying to
stop it because they realized the soldiers would “frag” the bunker,
and there would be “just meat down there.” Strong “breakthrough”
material in almost every workshop will be experienced ambivalently
in some way by some participants even though its reverberation
eventually aids their writing progress.

The teller depended upon the director’s use of authority, and upon
the supportive listening of others, to make it possible for the telling
to continue, for the imaginative state of mind to be present. Most of
the workshop participants listened raptly and were moved by the
profound ambiguity of their feelings of recognition in hearing it.
Many such Story Workshop experiences suggest research into writ-
ings where the group decides the content and quality and into
writings where the teacher-director exercises [jEn’fﬁiSEiﬁF and su-
thority that extends the range of the content and aualily.

: i St
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Dream Tellings- -What Happens Next?

n dream tellings Story Workshop coachings also emphasize third-
sereon present tense in order to achieve immediacy and the distance
»f seeing—of being able to see—and the permission to let the dream
aappen fully and perhaps trigger o Jonger imaginative movement.
The teller may write it in first, third, second person and probably
write in the common “narrative” tense, the past tense, even if the

aral telling was in third-person present tense.

A man is looking earnestly, with a sense of danger, for the
“upreal” object in a custer of objects ona desk in front of him.
[Teller gives eve movement of man checking out the objects. |
Pencils. Blotter, Ink bottles, Clock. Paperweight. A rack of
pencils. He's got to find the object that tooks like a real ubject but
is in fact the guise and hiding place of some other kind of being.

That,was as far as the dream went, and the teller appeared 10 be
finished. The director sensed the potential dynamic of a story.
“Concentrate on this sight now, and let a new sight develop.” This
instruction can introduce the “What happens next?” principle clearly.
He reaches out suddenly and picks out a yellow pencil [the
resture is precise: the man holds the yellow pencilin his left hand
while he gets out his knife with his right hand| and with the
point of his knite slits the pencil down the side, down to where
the lead would be, bug instead out oozes the guts of the hidden

being .. ..

The director asks out of his own curiosity (an impartant principle of
well-trained coaching): “How does he know that an object is unreal 7”
He knows, he knows—ah, he finds them by smell, they have just
3 Faint smell of burnt hair. You would think, to look at it on the
Shelf of the cupboard. that this is just an ordinary can of paint

thinner .. ..

Abstract Telling Esercises

: move not from the specific

Many oral tellifig and writing exerci
impression but from the general and the abstract, from concept and
form and principle, to the imaginative event. These include such

generals as muonsters, Person-Action-Person, Person-and-Object,
ies, parady or retellings of strongly defined basic

imaginary socie
forms which incorporate a clear sense of address, l-you or small
wroup-vou (fulktale), What's-the-story-about? and so on. Specific and
ceneral approaches are not mutually exclusive. They work very well

=
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together. It broadens and heightens the potenitial of a class to use
both. :

When introducing an “abstract” exercise, the director usually
devotes some time to talking about the principles of the exercise and
giving a few concrete examples, The “abstract” word exercises—and
the other abstract exercises—can be directed into highly imaginative,
profoundly felt oral telling or writing. The abstract exercises “bridge”
from the general to the specific, just as the Story Workshop exposi-
tory steps usually “bridge” from reading to oral telling to writing,
(The latter transition requires a separate, full discussion.)

“See the monster at work!” the director coaches. “See him getting
somebody!” In monster and other imaginative tellings that proceed
from “abstract” or “general” suggestion, perceptions of common
naturalistic and realistic relationships of all kinds become vivid and
precise. “See what the monster sees! See it from his point of view!
What happens next?”

The director’s coachings enable the teller to get into the point of
view and to see it so that the audience can see and respond to it. Vivid
monster tellings occur: the toilet monster, the fishing lure monster,
the sidewalk monster, the garbage monster. Most students also write
strongly during a “monster” session.

Somstimes in the writing the teller goes back in time to explain
how the image occurred, instead of letting the central, catalytic image
generate the movement of the imaginative event. In the writing of

* the telling, the picce comes alive when it reaches the material of the |

original telling beit then does not go beyond it. A common error is to
spend the writing effort in trying to explain how the image came
about, its prior history, rather than to g0 with the energy and
movement, although there are occasional exceptions to this nearly
general rule. (See “The Stalk of the Wisconsin Squonk™ in The Story
Warkshop Rewder for a story where the ending image was the catalytic
one told orally in a Story Workshop class.)

The Iu-Class Writing

Directly after the general oral telling period, the director may lead
the group into an in-class writing exercise, but perhaps the director.
recds-—and has a few participants read—a strong passage or story
first, partizularly in a beginning class, to accomplish the connection
of oral telling to reading and writing. This reading gives an imme-
diate experience of an imaginative event where all principles of
seeing and telling come together. The in-class writing m.:v also be
done toward the end of the class after the longer reading period. I

170



O

ERIC

Aruitoxt provided by Eic:

story Workshop 167
fone directly after the general oral telling period in the middle of the
-lass, more time may be devoted to reading some of the writings
iloud. The reading aloud of the in-class writing to the immediate
wdience frequently carries the students dynamically into the full
writing process. ; '

A specific telling exercise may be used for or may lead into thein-
-lass writing, or a specific reading may be explored for writing
possibilities. Dreams, events, or memories may be specifically as-
signed. Or the director may suggest that the students take some-
thing 'from the word exercises or the oral tellings or perhaps
something the students didn't get a chance to tell that still feels
strong to them. The director can put a short time limit on it (“Five
minutes!”) or let the writing go for a longer period. Over the period
of a school term, the director may begin extending the in-class
writing and “read-back” period, because in this exercise everything
discovered in the class moves readily into writing.

The director usually coaches the in-class writing in ways similar to
the coaching of oral telling: “See it and tell it to the paper.” "Get the

sense of telling it to someone right at the beginning.” "Let your pencil *

be an extension of your voice, an extension of your seeing.” “Listen
to your voice, for your voice.” “See the imaginative event. Let it
happen.” “Write’ not knowing necessarily what's going to happen
next. Write knowing some of what happens next but not necessarily
all or any of it.” “Tell it as fast as you can, as clearly as you can, as
fully as you can. We'll read some of them here in the class.” You
change your instructions to meet just about any contingency or point
of writing concentration. You seck to gain and enforce a focus of
concer tration without proscribing any possibility.

You may coach participants to change points of view from first to

third person or third to first; to switch from one character’s to .

1

another’s point of view; to perceive “catalogues” or sequences of
objects or actions; to change tenses; to change forms; and so on. You
may coach for just about any principle essential to the form or
address or development of almest any kind of writing. You may coach
students to keep on writing when they try to stop.

Often students will come to write readily and capably in class,
while they still resist writing alone outside the class. The state of
imaginative secing—an integrated readiness of voice, movement, and
seeing—makes the in-class writing more accessible to the student.
This “habit” of welcome and readiness begins to develop alongside,
and to penetrate and break up, the “habit” of resistance. (This
welcome-resistance attitude toward the activity of writing may pique
the interest of certain researchers.)



O

ERIC

Aruitoxt provided by Eic:

168 - John Schull

The 'tasks that one perceives, sets, accepts, discovers for onesel
bring about the greatest realization of one’s abilities. The Stor
Workshop method should facilitate and provide a context for sucl
choices, :

In the in-class writings, many minority students first test thei
vernacular, their cultural content and attitudes, A young black write:
told, the director that he looked around the semicircle and in hi
mind’s eye and ear tested persons in it for their reactions to word:
artl phrasing in his in-class writing. . o

Because of the heightened concentration of the Story Workshog
period, and because of the director’s coachings and the anticipation ol
immediate audience response, the,in-class writing most frequently
shows perceptual and linguistic discovery before the writing that the
student does outside of class and hands in weekly to the director.
When these in-class writings are read aloud in class, the effectiveness
of the Story Workshop audience reveals itself, contributing a thrust
to the group’s and the individual’s progress. Here the students
discover, and the director makes explicit, the counections between
the work performed in the oral exercises, the reading aloud, the'in-
class writing, and the writing done outside the class. Usually students
accomplish their first breakthroughs in the oral telling exercises,
next in the in-class writing exercises, and then in the writing done
outside of the Story Workshop class.

The In-Class Oral Reading

The director devotes fully one-fourth to one-third of the class period
of four hours to reading aloud, coaching the students toward a clear
reading experience. In the reading choser for this period, and in the
assigned reading, the director keeps before the students a wide
spectrum of writing possibilities and forms, of different voices and
kinds of seeing—stories, poems, factual pieces, novels, scientific
observations. You select readings that demonstrate that nothing
human is alien to writing. You select readings that guide a particular
development of the class, theme, or goal.

Few students know that the reading aloud experience can be
tremendously stimulating, enjoyable, instructive, replete with dis-
covery possibilities. The director’s own reading aloud to the work-
shop communicates strongly every level of his or her appreciation,
excitements, and perceptions. The students also read aloud, coached
by the director, and if possible, particularly in beginning classes, each
student reads aloud each session. In the oral reading the students
hear their voices join the many voices of the common English
language. Initially the student probably reads aloud too fast, and the

V_IV _QJ}
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quality of the imaginative event of even the finest writing becomes
dim and hurried. In order to achieve the discovery of tie ways of
telling a story in the student’s perception and voice, and the discovery
of the student's voice and sceing too Heo S0owior coaches the

reading,.

The chapier “Stubp im0 Waale” L
example for in-c'ass reading aloud i
and telling come togesher The dirvctor first hands the buvk to a
student chosen probably for sesponsiveness, though you obviously
want everyone to read afoud. The student takes the director’s chair in
the front of the semivircle, which brings about a heightenedsense of
audicrice, and the director takes the student’s chair in the semicircle,
so that the director coaches the reading from the vantage of listening
to it from the semicircle’s outside point of view. Or the director may
pass the book to a student in the semicircle and have the student
address the reading to another student in the semicircle, “Dear so-
of the sense of address:

ai excellent
£, all principles of secing

7 en oFfers

and-so .. ..," ta develop primary awarene

“Read each word, word after word, see everything there for you to
see—objects, people, actions, everything,” the directur voaches. "Give
cach word fully, listen to the story in vour voice.”

If to Starbuck the apparition of the Squid was a thing of portents,
to Queequey it was quite a different object.

“When you see him quid,” said the savage, honing his
harpoon in the bow of ...

“See it! Evervbody see him honing his harpoon in the bow of the
boat! And slow-w-w-w down!”
_ honing his harpoon in the bow of his hoisted boat, “then vou
quick see him ‘parm whale”
The next dav was exceedingly still and sultry, ..

“Every word! Exc-c-ceeding s-s-still and s-s-sultry. Read vach word!”
_and with nothing special te engage them, the Pequod's crew
couli hardly resist the spell of sleep induced by such a....
“That’s it! Slow-1e! Listen to the voice of the story in your vaice!” Tos
: 1.3 o - - I | T 1 R R e .
director makes a gesture to indicate somethin: of how the st
can listen to the story in his or her voice. “Listen to it as if from the

outside!”

_Linduced by such a vacant sea. For this part of the Indiun
Ocean through which we then were sovaging is not what
whalemen call a lively ground; that is, it affords fewer glimpses
of pnfpui'\(-s\ dolphins, flving-fish, and other vivadious depizens
of more stirring waters, than those off the Rio de la Plata, or the
in-shore ground oft e,
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The director coaches to ernphasize principles of image and movement
and to gain the catalytigmaginative power of the audience s listen-
ing. In this passage you may coach for perceptive heightening of the
sibilants and give an undulating ge-ture for the heightening of the
prose rhythm.

It was my turn to stand at the foremast-head; and with my
shoulders leaning against the slackened royal shrouds, toand fro

Pidly swayed. ...

“Everyone see Ishmael holdir.y onto the shrouds lyou stretch out
your arms-in a gesture to give the image of Ishmael] and see the ship-
rocking [you give a rocking gesture with your handj so that the masts
sway [give a gesture of masts swaying|, and Ishmael sways back and
forth with his outstretched hands gripping the shrouds ... ”
The director’s firm insistence in coaching makes the achievement
of the secing and voice of the story possible.
... toand fro Lidly swayed in what seemed an enchanted air. No
resolution could withstand it in that dreamy mood losing all
consciousness, at last my ., ..

“Exaggerate it! Exaggerate everything you see, feel, perceivel” This
instruction usually heightens voice and image. Sometimes exag-
geration parodies the story in ways rich with recognition and
discovery. Usually it expands and gives variety to awareness of the
sceing and the voice, .

- soul went out of my body; though my body still continued to
SWAY L =

The director concentrates on listening to the story, and your coach-
ings enhance the developing spell. You may whisper your coaching,
gesture with your hands. '

The class continues, with perhaps two or three more students
reading aloud, and completes an exciting experience of the telling of
the killing "of the whale. Much comes clear about how-to-do-it
writing too, the function of gesture in oral telling and in writing, how
the whalenien chased and killed the whale, the sense of movement
and imagery that tells what the people are doing. .

The director should realize the necessity of repeating and varying
these basic instructions with c.ach reading and with each reader in
every class period to make sure that the students achieve a height-
encd, clear experience of the reading materi

For students well-trained with affected voices that prevent them
from perceiving the story and hearing its voice, “Let vour voice alone!

.,

4
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See and hear the story in vour voice and let vour voice alone!” is
principled instruction. . ’

You frequently encountef a student attitude that the coaching
must be intended as a “corrective,” and the student shrinks, freezes,
wilts, and gencrally resists the coaching until he or she realizes that
the director aims the coaching to bring forth o potential that will
always vary.in quality of impact, rather than to correct the reading to
some impassible, known “standard.” You may find many ways to
reach 0 more positive attitude in such students.

" Basic coachings are; “Read each word, word afier word. Give full
ee it.” "Listen to your voice.” “Listen to your

. _ _ o ) BELAETY
value to each word,” 7S
voice as if from the outside.” “Listen to the story in your voice.”
ence will

.

#Read cach word, word after word, and trust that the
instruction often enables
o

end, will come to its own end.” (This
students to make sense of passages with complicated sente
structure.) "Be aware of what is happening right at the momentin
the story.as vou read it “Trust that the sentence will have its own
shape, rhythm, movement, end, withoul imposing an.end to it.”
“Exaggerate it "Slowsw-w-w. Slow-w-w-w. Slower. Slow.” Many

coachings will direct concentration towards specifics in the story:”Sew

the footman drinking from the glasses!” “Listen to the pepetition of

the csses!” .

More demanding reading exercises are exaggerate, monotane, arud =

dreamy -slow, performed a succession. It's ecasy for most participants
s0 exapperate the perceptions and voice of a story when reading
Aloud, Mot and drem slote are demanding trance-like reading”
exercises. Some participants have found eurgeerate and monotone to be
keys in the discovery of voice and movement in writing too.

The Story Workshop oral reading may Jead to writing, may
stimulate the participants’ writing impulses. ¥
cape of Richard killing the Ritten in Bleck Bow evokes similar yel
unique memaories for nearly evervone. Vivid writing discovery may
occur directly after su-hareading. Students may also be puided to
peneralize and then move from their generalization to other specitic
events. I we read Blake's “The Mental Traveller,” the transforma-
tion principle leads sameone to write, asa young woman did, of an
old man wh [ roes toa refrigeratoi@ind takes out chocolate-covered
od carlobe. As he eals, he

mstance, the pas

picces of girl he eats chovolate-cove
Brows Voot

Participgt= mav take the structnre of relations=hips and move-
ment-ob tellhing o story and write another story. The universal
principle i Gogol's “The Nose™ s o clear that the part of the body
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that becomes separated and audaciously independent can be the head,
1y it's most productive

hands. eves, voice, or the body itself. Freque
to explore such possibilities in oral tellings first, then carry them into
imaginatively punuful and calls

writing., This kind of retelling is i
upon all of the writer's resources. The form of a story or poem or

othe v piece of writing can also be ¢ Hutl\t- in cliciting an mmynnm;

vrentand suggesting a way for it to be told. Form possesscs a power
in itself for catalveing and organizing perceplions,

iuntaposed readings from literature can be used to compare
approaches .md evokhe discovery of the similarities and differences in
Rds o s tme-distance relationships, points of view, meta-

vhor ‘;mf %xmllt-, ditferent voice-, and the like.

Cleei s Rendies aond Woeitiny s Bt

Foae deectar wives outeide reading and writing assignmueata on
assign books and picces to be read, some of which will be read Jlm“
in the class Tt is important that the assigned readings be engagi -,
demanding of ~tudent capacity, illustrative of telling-writing priv.
ples.and possess the quality of eliciting the students’ impulses to
writes In Story Workshop practice, hundeeds of readings have been
found that mect these requirements and work with teachers Jllrl
students of ditfering personalities and backgrounds. Thebe readings,
thoueh not ‘rnvntl\. anthologized, sheuld be treated as a library
providing the most Tikelv engagement of the studc s’ seeingg and
igned readings

vorces The content, range, kind, and varicty of .
vearienit a0 sarate discussion,

The direcior encourages the students to write ever v week. Youask
thens to fmish writings siarted in the in-class writing exereise, to
write dreams, evonts, attempts at stories, images, poems, observa-
tioens, pages of words and image tellings, or any other kind of writing
that scems appropriate.

Tou ask students to beep ajournal. Tt should be a private journal,
and tedent v woon tind that the strongest asor is in thei
8 to put

minds when they tind swhat they are willing ang o wil
o the journall To regard journal writing as prowriting Luls the
Sty process into picces and diminishes the possibility that the
journal witing: may be valuable and complete in and of itself, A
v-ctulmsiraction is: “When vou write in the journal, try to write in
complete sentences much of the time. Raise vour effort that much!”
It hegshtens the discovery process in joarnal writing if we expect its
sion

THINE Bty o have the wime degree of seving, perceplion, and ¢ pre
de oy other form of writing. The director ashs to see parts of the

iri")
i B b =
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Lrnal that the student iswilling to Shone and asks students to read
wud from their journals in the o Three or four sessions, i
vich o vanety ol iournal readings cocur heighten the quatlity of

Fiting in the student journals and heighten the students" writimg in

neral. Frequently the =tudents” journal passages will be Tively and

Ik possibilities, while their more formalwriting remains & ard

dhout content, effect, voice, secing. You should point out the

stential coneection between the jcurnal and the formal writing.
from journals, students’ firal choice= of

In in-class oral readings
Iv show less quality than the sevond

Lesapes to read aloud freguent
i to obsorve that a

e, AN esoerienoed diregtor-writer may o
Arenpeths makes student put

ariness and sense of risk about their
rward the “lesser’ choice first. 1 haw e oceasionally ashed students to
ke a choice for ajournal reading, and wien it's made sk them to
e mecond choice and then to Took at the two and take the rish ot
ading the “stronger” one. You Jhould ustally have a second round
F readings. In individual conferences with teac
ained or evperienced, you frequently scee that the diree
ichs the “lesser” chdice from a student’s folder of wr
reachers to make the “lesser”

hers who are not tully
tar-teacher

s The
ropensity of many ~tudents and
hoice, and its effect upon the quality ot effort and writing achieved,
wites rescarch. (See discussion of teacher-reflection in the section
caded "Rescarch Possibilities.” This constitutes part ot the research
uggestion about the impact upon ciudent writing of the teacher’s
bility to recognize good writing and the process necessary to achicve
o ' 7

al teliings offer possibilities for the student to explore in

The or
complete stories or ither picces of

vriting and frequently result in
ipants should be puided inte oo struggle to
cephion.

vriting. The parti
liscover and develop their voices and thar capacit

You read the students writing handed in to you weed
sility and for directions, tor moments of presence, Ly clarity,
asight, imagination. You keep the student’s work for the entire term
1 srder to have an overview ot it and to plan the .n-class reading. of
dudent work and the one-to-one tutorial conferences

The time that many teachers of writing spend in red -pencil editing
dyvs more prudl,u'ti'\:vly spent in one-

WopPLasl-

W atudent writing is ammost alw
Lk student to rewrite a piece when the

o-one conferences. You
mevement, and presence is dise ernible in

aossibility of imape, ve
. You encourage students toomove on quivkly to other writing
rather thar attenn t to rewrile pieces withost life in them. However.,
res citing 1noone form or anether.

most writing
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The Aiory Workshop approaches to rewriting can be used in the
class and ini the cne-to-one tutorial conference. Any usefu., percep-
tive approach to rewriting can be include. You find that you go to
the sources of seeing, voice, and sense of movement and form to
retelliresense/reformulate/rewrite o piece, even to male the most
sophisticated leaps of form, timing, and expressios,

The Rewding Alond of Serdent VWrfbies
X Iy

]

tudent writings are read aloud a1 the : rut sign of life in the writing,
and a portion of most class periods is given to such reading, a portion
th:i should it rease in the course of a term. You should not wait for
a perfect picce of writing. You should begin by the third week.
Here vou select and identify the responses of seeing and voice
emerg 2 in the ¢ oocess and begin to identify effective writing and”
bring it before the class. The students see and hear their ov, writing
and perceive the response of the others in the semicircle, They hear
and see the work of other participants. Recall emphasizes strengths
and clarity of all kinds in the students’ writings, and the director
usually deliberately avoids a critique discussion. (Specific exercises
such as Recall-and-Comment and Recall-and-Question develop cri--
tique capacities with imaginati-e impact.) Here the capacity of the
immediate audience to appreciate, discriminate, recogniz», react in
some way to what happens in writing comes through clearly to the
writer. Also, th- immediately responsive audience arouses deep

I,

impulses and eagerness to (ol] and write.

Itis best to err on the side of ceading too much student writing
rather than too little. As the school term proceeds, a writing
mementum builds from the dviamic relationship of the participant-

writer to the audience,

o

Ewding Recall

The ending Recall—"See it again! Tell it as if j'g hippening right
now!™ -can be one of the richost, most enjoyable times in a Story
Workshop class, a time in which much reinforcement and further dis-
covery oceur, and the director and the participants experience a uraty

of effort and result. The director should usually set aside s certain
time for the ending Recal! Soe the carlier description of the Recall
eaercise.)

The A [l'l‘i’!l’ti’.‘[!{\”’ of Tnimis ! LI I PN I AN

A principal Story Workshop tutorial exercise is that of the lustapesed

195
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fings. You take, let's sav, the ivi.* page from each of three, four,
five, or six of the student’s s pieces and arrange those first pages inan
order designed to heighten and thus help you and the student explore
p;:’ft@'*n% .md émer;ﬁh s latcnt ;trenpths ‘f’nu may nut aley; seea

T}w n ask thi‘ Ltudtnt Rmd to me as tuan gudxem 2, a5 to thE
; ten to your voice, and sec w hat vou pul— Hp that comes

through particularly clearly.” Here you may enumerate the kinds of
? that you yiean or you may L'mpl\' “what comes through
particularly clearly for any reasc n. " After the student reads the set of
fir<t pages ir succession, vou ask kim or her to point out and read
atoud the “particularly clear” sights, phrasings, passages, and the like
that he or if-hE recognized. You may have students bracket with a
pencil these passages that come through more clearly than what's
around them You may ask ¢ ‘her questions that are guided discovery
ident. Then you select second or third
ssion, then ending

2 ¥

gquestions for yvou and th
pager from the same pieces to be read in succe
pages. Ma nv combinations are possible depending spon the student’s
work and the di =ctor’s pereeg tion of it. In fact, vou will expeiience
the best results if vor use the Juxtaposed RE‘(\dlﬂ}.,b EXETCIEe a5 A
ﬁ]tfhﬂd of discovery for youiwet and the student.

weose of the language vou and the student use to identify the
may find that .hc rnore develeped wriler, when
1 paszage.” identifies .u‘.u.ntel\'
those | assazes that come tf cartic-darky clearly”™ or “more
dearlv’” - that pove or i 0+ ~uuement. But many students
vhen e, say, O like. .07 In dis

better pazsages. You
he or she says “I like si ‘h and

[}

become judymenthlly coni:
couragement, anceriainty, and confusion, [hc;v declare, Wcll Id
really like anvthing here! leaving it up to you. So it is crucmlly
important the: vou coach most students: "I did vt ask for what vou
think you like or don't like. T asked for what comes through ‘parti-
cularly viearly” or ‘more clearly” in your voice, ir your seeing, while
you're reading it aloud to me. And anything clse at all that yeu pick
wp, anything you remember, anything that heppens in vour mind as
vou rewd, ar sthing you notice,” Then many students bckm readily to
identif\' th(‘nr’ bvttc}r wriling accumtvly, You o..n then coach them to

To bc ﬂblL‘ to el up 2 luxtapnsui Reading, you must yourself be
able to perceive the distinctions in the student’s writings. The
luxtaposed Readings cwrr ise permits you to guide the student to dis-
covery of certain matters determined beforehand, but it most impor-

ently leaves the tutorial conference wide open to what the student
1nd vou perceive in the course of the exercise, which often enhances
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and abliers what vou've otherwise prepared. You frequently find
perceptions about the student’s work that vou simply could not have
found any other way,

During the tutorial, v ou take notes on the observations and
languaye the student uses te walk about the material 7and about the
process amd potenval of wirrtang it You can then use th o srudent's
own language, add Story Workshop language to it, wad give the

Student vour notes..

s Ohercise Is a sensitive instrument, an

Tuntspo-cd Reading

eaploratory, discovery exercise that can be guided to concentrate on
cver more =oecific matters and also on wider matters in the student’s
wWitings,
3 Al e _ st student eitortlh
o will e . Jarneet g stouaent who o consistentin

wos s Cstreneths You choul s

=kt

tiern with a Few stuaents and as .

ientifies weal oo
recognize tirst that this v ibe a
s haprprenicg en =nould point out to them what you

vourself o
their ~tvenaths and koo, coadhing for the - recognition of
r choice is

hl’-\,r
them. This tend-ney of sotie stuaents to miake the e
sterns of students, teachers, and writers who put

3

similar s other
torveard lesser chorces as their first choices. In the case of some black
students, (U= vasv o esplain v, v they pick fLit passages if those tend

aapes use dialect

more tovord standard Engleh, while more vivid pa
student to become mere aware of the relationship

You may coach th
of his or her voice to “=randard” English, In other cases, a fow
=tudents call wirength-weakne s and weaknesses strengths, which

stppests another point for rescarch. O Clarity” can be used in place of

cstrengtho

Manv beginning writers--and writers i penemal—leave out of
st, richest, most clear, ambiguous,

their writing that which is <ivos
resonant, moving - and methodiaily leave it out. A trequently

productive instruction: “Waai do vou see, what are you aware of,
while reading the page aloand, that is part of the story but not in the
writing on the page™

I the tatorial conference, v Sty Workshop Cirector may ash
students how they about writiig, CWhat were the ideas, inages,
intenions, and feelings vou had when vou startea this picce?” Then
the quest: ns pet more specific: " What did vou see, what was the first

imape that came to vons " If the picce bogan inoan oral telling, vou

may ko clearly what vou e looking for

Story Workshop or o hnosvesture, and reading esercises are
uscd by the director - ierial conferences too.
When students e o i s aloud, with the coaching and
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sutdance ot the director thev often perceive waere the movement of
a pivee of writing actually begine They discover and heighten their

or paragraph, or the general orga-

perceptions of what a sentence

o
nicaron of A piece of writing, at the same time that they discoverand
he ahiten thair general ability to write. When they read obscure,
contused, inadegquate, o awhward and poctentious phrasings aloud,
with attention to seemnyg and listening toat in their voices, theyv often
find that these phrasings are not elling what thy = ceally see orwhat
for a rich,

readhing

i= really happening. Sometimes the student
=trom leading proreeption ol I-,‘i:i\,'”?hip, Pilbae, Or O fand uses
protentiouns, awhward phrasing as a3 shorthand o avoid eploration

ab it a- a0 v e Lo Jose contral of s movesseer ot o be over

whelmed by possibility and unselected detaill Cle sure way not to
fose contral s to suppress movement almost entirely, which sup-
presse- the discovery of the stery; thus, the writer never achieves
Al Teontrol V

~tadent= who seldom {et themselves saush reading o sentence
ale D wathout =tambling about in order to contusc- themselves show
A e resistanee toomevement in their v oriting. When students
re-rst e ement in the ol tellivgs and  eadu ps, they usually resist
Ity In some cases, such stideist= 2y to controland eircum-
revertimg it trom happen-

scribe movement to the point of virtaativ
my. In the Story Workshop “peer” tuterial prosram at Columbia
College, inwhich advanced writing studens = are trained to use Btory
Work=hop techniques and excrdises to tutor students severely defi-
aent omowriung and reading <kills, these students® ditticulties in
aritin care sl retlected in their oral proding When fhg-y begsin to
ead more sbhly, their writing improves and vice versa.

Talk, conversation, anvedote, discussion, or exchange of any kin !
hat the teacher perceives to be helpful is a signitioant part of the

et sovery T tutornd oo laa i any ase the d 0w il not
eave hanging. just because they are not yet discovered, certain
wint= that need to b darhied rou should dirvect, nudge, puide,
aplion, Jdo whatever w™ vork. to move <tudents towara their
drengtis and the discovery o darity and =irengths, which begin to
svist and prow alongside the old falbats of Coidance, so that the
frequently chosen.

trength mav be

Your responsiveness, vour genuine escitement 2 pleasure in the
tudent's WLy - should never be withheld. stadents wreite more
md improve noore in therr wiing when the director s an active Jis
overing orters The in fuence exerts itsel o g thousand subtle

vaves, and mesplicitwas v ell and show concretely i the amount

g v
R
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and quality of writing produced by a class. Most teachers step (and
students want to stop) or regard themselves as satisfied at 2 point in
tie students” development or in the writing of particular pieces
where they are actually just beginning to reach the story, the
potential of their seeing and their voice, the writing that they can

perceive when the student’s partiallv successful expreesion and
“almost” performance are not the full possibility. The deficiencies of
many students in verbal skills training are quite encugh of a problem
for the st tents without adding a teacher’s deep resistance to writing
and lack o awareness of writing and of writing possibilities and

priorities.

ibilities

The Rescarch Pass

Researcher - might pav profitabe attention to the wav implicit
po,and direct the focus of a rescosh

¢

gaesumiplions pfu'.—'s:-v, =,
question. The field of the teaching of writing abounds with assunip-
ticns, often with little documentation for them. In manyv cases, the
impiicit assumption of a question promises to be it least as worthy of

research as the quastion itself,
Persone in the teld repeat their questions about the relationship of
speerch to eeriting with o wide range of assumptions. Some assume

implicitiv that, si ve contact=speech oceur in

1ce writing and gesture
v different media, there is no relationship between
*way, but they

such obvious
them: others that speech connects to writing in so
‘v in their experience: while other writers,

are unsure of the evides
1ts find a demonstrable, productive connection

teachers, and stuc
between the medi

This concern in the field is in part due to the vears of Story
Workshop experience, to the docunrentation in Story Workshop
anthologies and hierature, and to the increased attention given to the

a of speech and writing.

method at protessional conferences and in teacker-training programs
and the literature of the ficld In order for this question to embedy
Story Warksher theery, it sheald be rephiased: rather than the
Ty ve shoald study the relationship of

relationship of speech o et
prsstad pofee o writingg, the exten~on of phvsical voice into another
medivm that emplov= symbols i print to enable another person o
recopnize, “hear,” amd receive the voice and its communication.
An important poin: i+ . examination here 1 the celitonship of the
ability to “hear” wour voice inowriting to the developr of vonir
ability to write, To “hear”™ vour voice in writing reguite » an *infer-

e
iqgj
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nalized Listener.” Story Work=hop directors focus effort on the
discovere of voice and upon arcusing and deveioping the capacity o
“hear” it o feel it and to “listen to it and for it This inay describe

an internalized “vou” relations=hip. an immediate sense of a clear.

receptive, respop=ive. ecriminating audience novourselt, Ston

Work=hop experience confineary degumier t= ine importanee of this

relationship m the process of compozirg, of fearning to wrde Ly
ofters a major direction for reccarch. Ancodotal interview histories of

. . . . . L. oy | I
espericnoes in heanng one's voice inowriting could be most heipful,

relates divectly 1o

The develop aent ot the Intednalized Listener
i P . . 1 L R L. N . e iak - i .
the lil,'!}iﬂir‘ill!h‘i afetbeciing. e frUs= G, = UL TNOVUITIONT, G U i -

nization inos eiting. Well 0 avrarthors have had animpertect sense

sErhe [ tereshed D 0 “oes ol us also have an imperfoct Inter-
wlired Listener, and «© woed o watside listener and an outside
sense ob Tesponsive aut : Aher simple interview research could

ae conducted inro comy; Satvarious persons in the field of the

teaching of werits o mean by scnse of audience” and by other simila:
rerm- The term o poove abso overlaps the term e e o Story
Woo shop thicory, vowe in part contains the function of person.

A study could beocale or the effects of various immediate
widiences operating accading to doiferent sets of rales, The immedi-
ite Srory Workshop audience could be tested, in aany different
dtuations on different age levels, and compared to anmediate andi-
nees where negtive eritical respense is permitted. Other avdience
wles might be tested Alway = the researche ~ should look finallv to
he quantity and gquality of writing produced.

A study could als, Beomade o the relationship between the devel-
A e i mediate extornal

|.¥,aa‘i.§~"‘ o b il

seyryaearnt o dhage [t o

adience and the sens=e of a not-physically-present, reaging audience

vhien must be mterraliced, ina Story Workshop case history writing

ass, a psvchiatrist necded to have a tace before him in or
vrite so he hived s oo =it by b,

How dees the copas ity to hear one’s voice in writing and to lsten
it ant to discriminate noits workings manifest itself in children?
Vhen g where? What kind - of educational coproaches and experi-
nees s and out ot schools heips SVhat Kinds hinder or pre !

s thete a0 jusnt ab no retarn, an Jpprosirate age after \'\:hit'h the
evelopment o this capacity may hardlv oe accompliskad ot afl or
nlv haphararade? Store ol
elain the capadity Tooa oo tain extent untl laie in lites Are ihere

v hop evperience sugpests that people

ther carlv dife experiences essental 1o the underlving potential to

see” tmagery and to “hear” one < voice which, it nos accompli=hed



130 John Schultz

early, bring about a point of no return or of diminishing rexn
Duoes the range, variety, and intensity of fantasy play-life, aloie aﬂd
with others, influence the capacity for perception and voice in telling
and writing? How do television and books differ in their influence on
the seeing in fantasyv play
Do children who crawl and explore freely and communicate fr.
with Jd'llt% manifest a more responsive capacity »of the Internalized
Listener? More responsi-e than whom or what? Do children who
regularly climb trees, who explore and heighten their senst ~f
balance and the challenge of motor response, see imay2ry with more
depr and vividness and hear and usc their voices with more facility
tha. children who do nnt? Du 'thvv Imr’n to read more r’eadily?

v

appear to l'EqurL‘ u‘rrt‘!.ﬂ Of '-.ludl(":, w huh h.w‘ nut bL‘Eﬁ pmdl;uw
in other fields, do challenge important stercotyped sociocultural
assumptions about writing and reading. For instance, do suppree
and svblimation of sexual impulse “rovide more impulse and energy
for viriting: Or do they acrually diminish the capacities of voice and
perception, the impulse to write? The lives of many writers, such as
Tolstol, Ibsen, Dostoevski, Yeats, Faulkner, Kafka, Goethe, suggest
that marriages and love affairs catalyzed important creative periods.
Hew does our "high” cidture's apparent exclusion of gestural ard
other bodilv nuance of verbal expression affect attitudes about
reading and writing and consequently affect. teacher-student rela-
tionships and the ability of students to learn to read and write? For
AN innovative researcher, such questions may be intriguing. Fo-
instance, a researcher might explore the re ahun*ahlp between pre-
cise, vivid yestural abilitv and the ability to perceive and ~hstract
relationshins, sequences, patterns. Gestures, for example, appear to
be frequently used to communicate the abstractions of physics and of
technical diagrams.

You car hardly study “seeing” and “voice” in writing unless you
includ» writiiig replete with “seeirg.” How does one research the
inculca "2 s incarporation of attitudes toward writing in various
primary, = dary, and undergraduate school experiences?

A study cuuld be conducted on the effects upon writing skills of
the apparent sirastic decrease in oral reading by teachers and students
in primary and secondary £ hools, One could study classes in piimary
and secondary schools swhere, for cne group, a writing and
“readback” period is set aside each day of thirty to forty-five minutes, .
while control groups go without such periods, In the first group, the
writing veriod and its results would be (lmrlv separate rrom other -

W
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verbal skills teaching that may be taking place during the dav. One
could also set up control groups testing basic forms of address against
more abstracted senses of address. Several writing experiments could

be conducted with such groups: testing sense of immediate audience.,

of form and imagery, und of what, when read aloud, communicates
ettectively to the cass. Experiments could be conducted with the
introduction of the following forms of writing into late primary and

secondary educe jon: journals, diaries, letters, storvielling, parodies
of story and of poetse forms with repeated salient patterps (Folktales,
biblical tales, tne dozens, jump-rope thyvmes, nursery rhvmes, odes,

ad soany These forms appear to el

waid, and abet the capaciey
to hear, sense, feel, listen to one's voice (and the shared cultural
vaice!

When on o seeks to pass from the state of inactivity (when one is
supposed to be approaching the act OF writing) to the active state of
Ariting, cven aovery experienced writer often feels a dragging
woidance up to the time of the engagement, release, and movement

4 perceptions and voice. Then the resistance turns into welcome,

Fhen, with the waiter putting one word ofter another, comes the
ense ot being carricd along. For a few writers, it continues to be a

ainful process. Tt exhilarates others. Does the hearing of vour voice

i the voice of others cause vour seeing and sense of movement? Or
loes the seeing cause the hearing of vour voice? Or do both occur? Is
t the word that bodies torth the vision or the vision that summons

he word and sense of movernent? Do we see to solve or solve to see?

Viuch effort appears to be spent in many writing classes on teving to
wlve problems before secing, telling, and writing about them. Story

Norkshop experience and that of many writers of imoainative o

Npository pie
nd move trom the specdit o to the peneral and the general to the

pecitic separately and concarrently and that distortion of ability

levelops it both capacitics are not actively cultivased. We see
maginatively in order tocommunicate, ard we communicate in order
o stimulate the imaginations of others.

Many primary and secondary school teachers Gnd undergraduate
vachers tool using the Story Workshop methad in their classes
eport that thenr voung male students emerye strangly o writing, for
he tHrst time and show leadership inwriting activities Comparative
tudies could be arranged on the hvpothesis that certain methods of
aching exclude certain attitudes in order to maintain an assumed or
esired torm of =ocial order, while other methods may be able to
wlude persons with those attitudes. An associated hvpothesis might
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e that the teacher’s method governs and enables students at least as
much as the personality of the teacher. Anaother study might be done
of the ways that the personality of the teacher enhances the results
of a tea Lhm;, method.

The first “breakthrosph” for most students occurs in oral telling in
the class, What obstacle is removed to cause this breakthrough,
enabling the tommunication of vivid imagery to the audience of the
wp semicircle? The next breakthrough usually occurs in

Story Worl

, i «d ¢lass hear the reader’s voice
ened with the voice of the story. Pt a breakthrough occurs in the
in-class voriting: nest, in journal vt 2 done outside the class; then
in the writings done outside the h may be read and received
by the audience in the class hat es tances or obstacles are
removed, set aside, or overc oo ror each y ep of this process? s it
Savivgr proaressively broken down

s, where reader
.

e zrre cla

one obstacle or avoidance-de onse
and removed? Are. the rosistanoes and  obstacles  permanently
removed, or Jo they return: \ie thew oo scome in some situations
ang then “welcomed” back o, o7 m=T Does the removal of the
ing, of

¥

tances to the active, integrated state of secing and te
ving and writing, carry over into the life of the student? I'm

su‘ggﬁg-snngﬁ that much 'in our so: ety works 1o create “avoidance
defenses” and encourages avoidance of activity and concentration.
The pressure or urgency of secing samething vovidly, “of havi
=0 INE th.m; to sav, appuars o be part: Luldll\ L;]L\l‘ iy hu lea
provess. Story Workshop directars point their effort toward such
ficulties™ »f many students no longer

discover V. The “basic skills dit
constitute such a formidable bavricr to commus
vivid seeing, this desire to communicate, wells up strongly. If the
teaching of writing reache - the students’ sources of seeing and voice,
ses more readily engaged?

iration when this

are “hasic skills” Tearning proces

It apvears that students write more and improve more in their
writing when the teacher actively writes on his or her own with good
quality of finished result and that students write and explore verbal

“media more will el and with o ee result when the vacher is an
SH

active good writ o 'nomany vase . e students do nel know that the
teacher 15 an eco- writer, but feo chove comparative resules are
obtained anvwav. i 2ave seen instances where teachers who for voas
thought themiselves to be good teachers, skilled in appreciation and
encouragement but not in their personal writing. began actively
writing and noticed remarkable changes in the quality and guantity
rious offore all

of their shadents” w:mmva nsually cvith more se
s where the teacher was

around in their classes. Thave seen other ¢,
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wn active writer, relinguished it, and the writing results diminished
wnong his or her studenso QOften such a teacher refusc 1o see the
fiminished presence and quality of voice and seving in the <fudents’
AT S.

The questions here arer How are things actually imparted trom
P Why does a

cacher to student, trom writing master to apprentic

student learn more from a teacher whois an active good writer when

techit towriter mav koo dews than other teachers about

Caodiated areas of knowledge - about the terms of abstract groam-
nar, for mstaness Do ostudents learn more abeut the use of “correct”
tandard gramrmar 1 theie writing from o teaches swho s an active
§g'\|\d ‘R{Ti%t‘!?

That teachers get what they ask for, whether thevwantitornot, is
i important point of rescarch. An appropriate question s How can
cwhers ask for and pot what they want without giving mhibating,
Y EUIJ" ’

g, confusing doubl message -
Research into the use and effect ol prohibitions and permissions

wat Lo students could produce interesting results.

vhich teachers sug

sccure d foous o aancginliaticn by requiring

o insbanie, coae o
: A]

tudents in a class towrite in the present tenseor in the third person

woan the st person. These are instruchions that secure concen-

ration by exchiding seemingly “difficuht” choices. What are the fong-

erm, lasting effects? We could test exclusive instructions against
nclusive ones. Does an instruction such a5, Don't use many
djectives! actuallyv divide a student’s crientivg, dinunish positive
oncentration by directing part of his or her attention and energy to
rving to satisby the o ructor's wish? Where doos the student drasw

Fe Lov on how many adjectives? I the teacher does not soon fift,
cexplain, or recondition the exclusive instruction, what happens to

savE, Ton't

he stuaent™s writing? What happens when a tearbewr

17T Does such g prohibition hoce more lasting

i

vrite lolip sentence

=

npact upon yvounger people? Teachers trequentiv it vatdy, “But
hat's not what Tmeant at alll” to o student’s codeestanding of an
wstruction. Different phrasings of instroactions coabi be tested. We
auld test “should,” “don'™.” andg simple imperatioe ot tions, How
¢ vou provide fur the widest net of learning o Toaavering
pssitelitics: ar the same bme e Uring A Focus o =o sy il
sithout using “don'ts" which mav sclude important opgs unibies?
ve might rescarch the lasting eftecs of any instructions,

This line of questioning brings us to the subject of pesitive ard
veative teacher-retiecton i student writings, o matter worthy of
peearche A Few vears ago while reading manusorivis for g student
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anthology, [ realized that Teould separate the picres of wrinng into
ses of, for anstance, voice,

groups according to certan likene

perception, content, and attitude. Each grou

ing belonged to a

~acteristics were

particular teacher, ond most of the “reflected” on
like those with which I was familiar in the teachers” writings, The
feallv goad and effective picces of writing, however, appeared to be
largely free of teacher-retlection. In another instance, the students of

length of the teacher’s own writings, When the teachsr became a

more active woriter, the students began writing pieces of variable
length. In another case, students spent their offort on childhood

material with a certain attitude toward it similar to the “flat” side of
the teacher’s writing. In other cases, students reflected the “flat” side
of the teacher’s voice.

Wherever a teacher seeks 1o find his or her avoidance defenses
o negative or

reinforeed, students c=ually, and obviously, retlect thes

“Hlat” sides of the teacher’s voice, pereeptions, and values. In some

cases, a teacher may stamp overt approval on sentimental writing
R

movements, While dasees shift content, values, and attitudes in

his and

lisapproval onowriting with realistic or imaginative in

their writing to gain the teacher’s approval. You can compare classes
where teschers” abiity to discriminate clear from alinost cledr
expression shows in the students” writing against classes where
teachers’ lack of this ability produces an “I'm O.K., you're O.K.”
approval between them and their students. Some persons immedi-
ately assert that teacher reflection of any kind is bad. Yet, millions of
students laber every day to give teachers what they think teachers

want.

Students reflect in positive wavs a good teachers sense for?

evploraton,  experimentation, discovery,  standards, and  oppor-
tunities of effective expression, Here the effect of the total presence
of the teacher as g writer, in a coniost that enhances rather than
suppresses positive, catalvtic signals and recognitions, becomes cru -
cialiv apparent [ his should aot be construed to mean that every fine
writer is a good teacher. It supgests that the teacher who s an active
writer pots much better resubtg than teachers who are not. The
writer must be a teacner, and the teacher must be trained))
Other questions’ invite attention. For example, 1F vou grow to
sdulthood instructed and believing that vriting is wi iy different
fror ad unconnedted to vour phvsical voice, what eftect does that

have upon the direction and reafization of vour capacities for
writing? Upon the access toand presence of “secing” and image and

B 1]

"
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voice novons wintings Do students"writings on all levels reflect and
ncorporate the values and attitudes of teachers adults, and educa-
tional svstens=" Does the refloction of cortam values and approved

techie Helements Hatten the stadent’s voe and deprive his or her

writing of L'hi‘iti Yhat . CRAPI TS0 STC 1 vesible o seriting oo Lo

cudents within a schoon contest and writing Jdone conourren, .

n's writings dope vutside of

H,I!sig{lf It? i !L\!‘;(_' ;‘\,Iﬁ*pi;’:ﬂ 3 Childﬂ,‘

<chool, m Trequired T activity s Does a certain bafflement about what
e teacher want =, when the teacher evidently wants g great deal, aid
dudent= e relving upon thvir resources tor seeing, solving, and
l=covering reaily etfociive oression?

What can b di-noma-bed in the reading environement, from
hildlood to adoltfuseed, tar draws forth and heightens 4 person's
W image and mevement,

wvarcness of the primsooles of espress
weine and vorce Is learming to read casier when secing and voice in
he materials compe! the ateention of the reader? A comparative
tudyv might be undertaken of the influences of clearly seer “classi-
and folktale stories with strong

a7 adventare, su-prnse. fanta
ndividual vores upon chitdrens ability to wee and express imagery
id movement in weiting, s against the intflnences of house-written
md edited chuldren’s literature oftered as tests i many primary and
ceondary classes and read o maney homes.

DV U AT

IR

{‘:1[‘ NIRRT

prefer that the chiums Fve i de tor the Story Workshop method of
eaching writing be tested and studied within the context of the
viwle of the Srory Workskap method and process, with classes
onducted by rully certitied Starv Workahop Jirectors, e observed

hat, thoush teachers mav Sroductively use Story Workshop tech-

15, learning reseles with

fiques and principles to inteem their teachi

tudents are directhy poopartionate to dhe hind, quality, range, and
Eshaop v and seritires abihioy

mount of the teacher’s stos 0 AN

Freguently, teochers wthont formal Story Waork-hop traiming
wve three or bour e iting sessione dnd then do not know WHeTe to
A or Jo not Hresp thp ij'ﬁplil-.niuﬂh’ .\lld;‘ﬂ[’ iu‘l‘d Uf})n}iuln_ﬂ, Muive=
aent. However, paany teachers of writing do find their work usefully
wtuenced by Story Workshop theoryvand prnaples We are spesking
ta comples, structured, flosible approach, both immediate and far-

eaching in its working=. A particular aspect ot the methad o be

ircimscribed accucately for seady only inelference to the whole
tor, Warkshop process, of which the aspect is dvnamically . part.
With experienced guidanee, furnial Storv Work-hop training allows

»
et
g
-

U
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teachers to move trom level to level, developing their capacities for
wWriting amd l('.,whl"nv writing. This tr Jining can be duumpllshvd in
! v ihan

by

enor

o e b s halt vear= segquires no more Bnwan
many graduate training programs, and could actually be incorporated
tnto such PO raims,

We have observed over many vears and in many different situa-

tions certain definite changes in Stery Waorkshop participants and
their writimg. These observations sugsest several studies that would

be particularly usetul to the feaching of writing:

A carefully designed study of in-depth anecdotal histories (6,
interview materiall of the process of perceiving and writing
individual stories, particularly of excellent stories and other
picces written by students in Story Workshop and other writing
<lasses and contexts,

A study of the writing progress of individual students over a

period of time in Story Workshop classes with examples (and
histories) of their prior swriting along with a study of the
woritaty progress of students in other binds of writing classes

A study of the effects of Story Workshop and other writing
classes upon the dreams of participants and upon the stimula-
tionn of their memories and the relationship of these ettects to
writing progress.

A =tudy of communication through oral-gestural-eyve vontact
language and image and story among preliterate peoples and the
parallels to Story Workshop and are other writing activity and
communication in classrooms,

A study of linguistic change occasioned by the Story Workshop
muethod, of ability to make “dialect” choices,

A study of group psvehology as experienced in Story Workshop
sitirations with normal well-defined Story Workshop writing
(t!_n;l|.w

A studv of the picces of literature which have been most
successtully and widely used by ditferent. teachers in different
situations to elicit writiog and illustrate writing principles in
Story Workshop and in other writing classes :
A stindy of the Story Work shop method as 0 means of reaching
academically ill-prepared students.

A study of the reflection of writing “problems™ in oral reading.
The experience of the Story Workshop “peer” tutorial program

e
(e
»
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i Colmbia College sugeests 0 dvnamic, positive relationship

et een merease of oral reading swareness and of writing
abrlisy and viee versa

lungs of in-class writing periods

A=tuady ot teacher-director coa
imontory Workshop contests and i otherwrinng class contest-

A stadv of the Story Workshop approach as 5 wav of masimiz-
ibilitics tor "PUJLN\ atalvtic experi-

i dividoal and sroup pos
ences with lasting impact foe stoudents,

A study ot the Storv Workshoep approach wand ot other writing
chimsess for timding uniey mdn ersty through the acceptance of
At

Astudy of the ettects of teachers upon the rewriting of stories,
with sequential dratt= and other material a= part of the docu-

mient atiorn.

Astiedy ot the changes i teadher behavior cocasioned by Story
Waorkshop traming program-,
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